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Imhofs’ famous Sale starts February I7th 


We have never liked doing things by halves, and there’s nothing 


half-hearted about our February Sale ! 

It’s a REAL Sale with real Sale Prices. 

If you are thinking of buying a radio, radiogram or television 

this is your chance to save money. 

Make a note of the date. Monday, February 17th. 

Doors open at 9.30 and the very best bargains always go first. 

No set will be sold before February 17th but postal orders will be taken 
and extended (in strict rotation) after 11 a.m. on the first day. 

Write or phone for our Sale List straight away ! 


Bargains Galore at Alfred Imhof Limited, Dept 12, 112-116 New Oxford Street, London, W.C.1. Tel: Museum 7878 
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BRILLIANT COMPLETE ffrr RECORDING 


La Gioconda 


PONCHIELLI 


* 


Anita Cerquetti made her record debut in this country on a very well-received 
recital LP, LXT 5289. This set gives her a starring role for the first time in a 
complete recording. How magnificently she lives up to the hopes engendered by 
LXT 5289 and to the reputation she is building through stage appearances. Hers is 
a really big voice—a true dramatic soprano worthy of the grandest moments in 
Ponchielli’s opera of intrigue and violence in seventeenth century Venice. Yet 
at the same time, she is wonderfully moving in La Gioconda’s tenderer passages. 
Mario del Monaco is, of course, a natural choice for Enzo. In the handling of his 


magnificent voice he displays musicianship which has enormously matured 


during the five years since he made Aida—his first complete opera recording for 
Decca. The Laura, Barnaba and Alvise are also top flight singers whose live and 
recorded appearances have earned them fine reputations. We claim a good deal 
of the credit for bringing them to British opera lovers and here, once more, they 
more than justify our faith in them. As far as quality of recording is concerned, 
we would wish ho more than that we should, in our turn, have justified the faith 
of all these excellent musicians in us. 


La Gioconda ANITA CERQUETTI 
Enzo Grimaldod MARIO DEL MONACO 
Barnaba ETTORE BASTIANINI 
Laura GIULIETTA SIMIONATO 
Alvise miieens CESARE SIEPI 


with supporting cast and The Chorus and Orchestra of the 


Maggio Musicale Fiorentino 


conducted by GIANANDREA GAVAZZENI 


LXT 5400-2 Italian/English libretto: 5/- 


THE DECCA RECORD COMPANY LTD 
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The above recorder uses a synchronous capstan motor and for use on 12 volt 
car battery a 50 c/s + I cycle 230V, 120W, power supply unit is available. 





T.R.G.10 MINIATURE AMPLIFIER AND VERSATILE PRE- 
AMPLIFIER. A modern miniature amplifier, measuring only 44 in. x 5 in. 
over front panel and projecting 10} in to the rear. Uses C core trans- 
former material to obtain low external magnetic field and has less than 0.1% 
harmonic distortion at 10 watts output. The amplifier response is level 
15 c/s to 50,000 c/s within 0.2 db. The 3-valve pre-amplifier will operate 
direct from recorder heads with correction networks for different tape 
speeds and switched inputs are provided for radio, microphone and gram. 
with correction for all recording characteristics. 


*““SUPER 50 WATT” AMPLIFIER. This heavy duty amplifier is 
available for long life under arduous conditions. The normal life being 
5,000 hours without valve change. 


An Electronic Mixer for four 30-50Q balanced line microphones or special 
to order. Normal output 0.5 V. on 20,000Q but | mW. 600 balanced 
or unbalanced is available as an alternative. 


The 3—CHANNEL MIXER and PEAK PROGRAMME METER is 
similar to the above but if fitted with a meter reading peak signals with 
| second decay time and calibrated in dbs from zero level | mW., 6002 to 
+ 12 and —20 balanced or unbalanced output by means of switch. 


Telephones: LiBerty 2814 and 6242-3 
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HIGH QUALITY 


VORTEXION LIMITED, 257-263 The Broadway, Wimbledon, London, S.W.19 








February, 1958 


TAPE RECORDER. 


%*& The total hum and noise at 74 in. per second, 50-12,000 
c.p.s. unweighted is better than 50 dbs. 


¥% The meter fitted for reading signal level will also read 
bias voltage to enable a level response to be obtained under 
all circumstances. A control is provided for bias adjustment 
to compensate low mains or ageing valves. 


%* A lower bias lifts the treble response and increases 
distortion. A high bias attenuates the treble and reduces 
distortion. The normal setting is inscribed for each instru- 
ment. 


%* The distortion of the recording amplifier under recording 
conditions is too low to be accurately measured and is 
negligible. 


% A heavy mumetal shielded microphone transformer is 
built in for 15-30 ohms balanced and screened line, and 
requires only 7 micro-volts approximately to fully load. 
This is equivalent to 20 ft. from a ribbon microphone and 
the cable may be extended 440 yds. without appreciable loss. 


%& The 0.5 megohm input is fully loaded by 18 millivolts 
and is suitable for crystal P.U.’s, microphone or radio inputs. 


%* A power plug is provided for a radio feeder unit, etc., 
variable bass and treble controls are fitted for control of 
the playback signal. 


yc The power output is 4 watts heavily damped by negative 
feedback and an oval internal speaker is built in for monitor- 


ing purposes. 
3% The playback amplifier may be used as a microphone or 


gramophone amplifier separately or whilst recording is being 
made. 


sxe The unit may be left running on record or playback, even 
with 1,750 ft. reels, with the lid closed. 





C.P.20A AMPLIFIER. This standard amplifier for extreme 
tropical use will operate from 230 V. A.C. mains or 12 V. 
car battery and give 15 W. output for a consumption of 
5.5A. — for 302 balanced microphones, M.I. P.U. and 
Cr. P.U. 


FOUR CHANNEL ELECTRONIC MIXER 















Telegrams: *‘ Vortexion, Wimble, London.”’ 
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Acoustica 





For the closest approach 





to the Original Sound— 
that your enjoyment 
and appreciation of music 


may be unimpeded 


Ge. 











Please ask for illustrated literature 
describing the QUAD II 
Amplifier, FM Tuner 

and Electrostatic Loudspeaker. 


ACOUSTICAL MANUFACTURING CO. LTD. 
HUNTINGDON, HUNTS. 
HUNTINGDON 361 
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jason tuners and amplifiers 


matched for shelf mounting 


notable example of use of 
a new technique 


Jason matching equipment solves two problems. Firstly, it provides the highest 
possible standards of reproduction from a range comprising an amplifier and 
three different types of radio tuners. Secondly, it is so exceedingly easy to 
install. Styling has been standardised and made so that the units only need 
to be placed on a shelf and connected up for immediate operation, a new 
technique which will appeal to technical and non-technical listeners alike. 
The units are of elegantly modern appearance, with polished copper escutcheon 
bars, illuminated scale on transparent glass panel and matt black housing. 
Each Unit is self-powered. 


The switched F.M. tuner shown here with the J.10 amplifier is an ideal combination for 


exacting music-lovers and users of tape-recorders. 


j.10 amplifier 










10-watt output at 15 ohms. Input selector for micro- 
phone, tape radio, pick-ups, and record compensation. 
Te ee Bass and treble controls. At full output, distortion is 

nna tn 0.05%. Response level within +3db, 25-20,000 c/s. 
— Oe Size 15 in. wide by 8} in. deep by 4% in. high. 


£22-10-0 


fms. 2 
switch-tuned 
fm unit 


The name of the B.B.C. Programme being re- 
ceived is illuminated as the control switch is 
rotated. Foster-Seeley Discriminator, Automatic 
Frequency Control, Twin Limiter Stages to re- 
duce “aeroplane flutter”? effect, and Cathode 
Follower Output, which can be set to audio 





level of other equipment, also used with the 
associated amplifier. Size 84 in. wide by 8} in. £23 - i9 -6 
deep by 43 in. high. inc. £6 - 14-6 Purchase Tax 


single channel and stereophonic amplifiers 


a.m. and f.m. tuners, switched f.m. tuners 
Full descriptive leaflets gladly sent on request 





THE JASON MOTOR & ELECTRONIC CO., 328 CRICKLEWOOD LANE, LONDON, N.W.2 
Telephone: SPEedwel! 7050 





BEY 


fd 


FERROGRAPH Series 3A 


In black portable case with detachable lid. Grey deck 
and amplifier panel with black controls. 


Model 3A/N, 33 and 7Li.ps. ........79 gns. 


Model 3A/NH, 73 and I5i.ps....... 86 gns. 
Including 7” reel of Ferrotape. 
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When the demand for a product greatly 

exceeds the available supply, the manufac- 
turer is confronted with serious distribution 
problems. It is regrettably true that today no 
one can buy a Ferrograph “ex stock’’. 


Why? There are two main reasons. The 

first, that due to our restricted output we 
have rarely been able to keep pace with demand. 
We are unwilling that the Ferrograph reputation 
should be imperilled by relaxing our high 
standards of fidelity, performance and dependa- 
bility in an effort to increase production. The 
second, that many more Ferrographs are now 
being exported to-the U.S. and Canada. We are 
confident that it is our duty and in the nation’s 
interests that we should foster this valuable 
dollar-earning market. 


Yes, it would have been simpler to sell all 

our Ferrographs at home. But we are proud 
of our Tape Recorder, and it gives us added 
satisfaction to learn that it is arousing considerable 
enthusiasm among American hi-fi fans. We are 
old-fashioned enough to believe that in that land 
of impressive assembly lines and automation the 
words “‘Made in Britain” can still mean quite a lot. 


he lucomparable 
errograp 


BRITISH FERROGRAPH RECORDER CO. LTD - 131 Sloane Street - London, S.W.1 - Tel: SLOane 2214/5 & 1510 


(A subsidiary of Wright and Weaire Ltd.) 
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WHAT OUR MEMBERS SAY....:. a 
& THE LONG %& 


(Excerpts chosen from many letters in similar vein received during 1957) 


From an old member: 

‘* Please let me thank you for yet another most enjoyable year of listening. There is little that brings so 

much enjoyment for so little cost as your Library, and | and many of my friends are very grateful for your work.”’ 
A.M.B., Rotherham. 
From a relatively new member : 

** May | take this opportunity of expressing my appreciation of the Library. The records | have received 
have given great pleasure, and | look forward eagerly to each parcel as it becomes due. The service you give and 
condition of the records are first-rate, and | have no complaints whatsoever. | remain a very satisfied member.”’ 

F.J.D., Wrexham. 
And from one of our most recent members : 

** | have during the last week received the records which you forwarded me for my last exchange, and | feel 
that | must write and thank you for the selection you made (from my list of requests). It is obvious from the 
records which you.sent that you made every effort to provide a balanced selection, and my wife and | most 
heartily agree that you have succeeded beyond our wildest hopes. | must admit that when | first joined the 
Library | was rather dubious of the service you would be able to give, and for that reason | only took out a contract 
for six months. After less than three months’ membership | realise now what a good investment it was and 
| can assure you that when the present contract expires | shall want to rénew it for a period of twelve months. 
| have also decided to purchase two of the records which you sent... .”’ J.T., South Croydon. 


2 YOUR QUESTIONS ANSWERED ? 
ABOUT THE LONG PLAYING RECORD LIBRARY 


We find that for most of you the decision rests on two things : how much does it 
cost, and in what condition are the records ? 


HOW MUCH DOES MEMBERSHIP OF THE LONG PLAYING 
RECORD LIBRARY COST ? 


Our advertisements usualiy say I/- per record per week (approx.). This is exactly 
true if you borrow 3 records at a time for 6 months (our average subscription) and 
change them monthly. If you borrow more records at a time, the charge per record works 
out slightly under I/- per week. If you purchase a Library record (or a brand-new one 
supplied to order) this helps to reduce the cost of borrowing it, as it saves you postage. 


You can change records more frequently than monthly if you wish and the only extra 
payment involved is a nominal one, which covers postage and packing. All this is explained 
fully and clearly in our literature. 


IN WHAT CONDITION ARE THE LIBRARY RECORDS ? 


The answer to this one is easy, for Library records are in first-rate condition and are 
worthy of reproduction on the very best high-fidelity equipment. We go further, and say 
that at least 75% of the records in the Library are in MINT condition, and that of the 
remaining 25% the very large majority are in near-MINT condition. You may reasonably 
ask—how can this be? The answer is simple: all the records in the Library are 
purchasable at reasonable second-hand prices (unless brand-new factory copies, when 
they are marked as such), according to the number of times they have been borrowed. 
They are not only purchasable, but are purchased by members for their own collections and 
in this way the Library stock is constantly turning over and being kept up to date with the 
latest pressings. Records not replaced by purchase (and these are few) are withdrawn and 
replaced by us. 


WE CAN ONLY SUGGEST—MAKE A TRIAL MEMBERSHIP OF THE 
LONG PLAYING RECORD LIBRARY FOR YOURSELF AND SEE! 


Fuller details of our Library Service are available if you send us a large S.A.E. (24d.). 


THE LONG PLAYING RECORD LIBRARY CATALOGUE & HANDBOOK 
(3/- POST FREE) 


Now available in a second edition, our famous Catalogue & Handbook has been posted 
to every part of the world. As a comprehensive guide to the best recordings of the 
Classical Repertoire it is in regular use, not only by private collectors, but by educational 
authorities, several European broadcasting organisations, and the trade in general. 


Besides listing virtually all the recommended Classical L/Ps issued in this country up 
until the Spring of 1957 (where possible in order of importance) there are also Sections 
on: The Care of Long Playing Records, The Reproduction of Long Playing Records, A 
Basis for a Collection (100 Recommended L/Ps) and, of course, full details of the Library. 


At only 3/- (post free) surely this publication is the best value available today in 
the gramophone world. Can we post YOU a copy ? Available from : 
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FACTORY FRESH SALE SERVICE 
is a mew service operated ex- 
clusively by the Long Playing 
Record Library. 


FFSS indicates that the record pur- 
chased is not only a brand new, 
guaranteed unplayed factory copy but 
that it has been obtained from the 
manufacturers by special order for the 
purchaser. Besides being unblemished 
the disc is also as up to date a 
pressing as currently available in 
this country. 


This is tremendously important when 
it is realised that many of the older 
L/Ps (especially Decca) are currently 
being re-cut from the master tapes by 
the manufacturers with marked 
improvement in reproduction. 


INSPECTION before despatch means 
that only good pressings are chosen. 


ADVICE. We can supply the “* best 
Recording ’’ to order if asked. 


PACKING. Unique and specially 
designed. All records polythene sleeved. 
No charge for postage and packing on 
any L/P, M/P or two &/Ps sent within 
the British Isles (except Eire). No 
charge on export orders of £10 or over. 


SPEED OF DISPATCH. 24-hour 
service for discs currently and imme- 
diately available from the Manufacturers 


(except H.M.V., which we cannot supply). 


GUARANTEE on all records providing 
any fault was inherent in the disc when 
it left here and has not subsequently 
been induced by faulty equipment or 
careless handling. Our decision is 
final in this matter. 


STYLUS REPLACEMENT. Sapphire 
or Diamond—by return of post in most 
cases, 


EQUIPMENT & ACCESSORIES. 
Our Reproduction Specialist, Mr. C. T. 
Salisbury, will be only too happy to 
advise personally on the best available 
within YOUR price range. 


WHY NOT MAKE A_ TRIAL 
ORDER NOW (or send a large 
s.a.e. (24d.) for details) FROM : 


THE LONG PLAYING RECORD LIBRARY 


SQUIRES GATE STATION APPROACH, BLACKPOOL, LANCS. 
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Have you sighed for High Fidelity? Has your budget stopped you 
doing more? Here’s a way of achieving a complete installation for 
avery small sum but a way which adds up to the complete en- 
joyment of recorded music. 

E‘A’R Balanced High Fidelity is specialist designed, offering the 
discriminating listener a series of high quality units at popular 
prices. Obtainable singly or as a set, they form an installation 
capable of satisfying the most critical listener. For those requiring 
radio reception, the E-A’-R Switched VHF Radio Unit can be 
added, price 45 gns. 


@ in addition to these separate units 
there is available the range of more 
than a dozen complete E-A°R port- 
able or console reproducers from I5 










Balad Migh Fidelity 


Cables: “Eargram, Isleworth, Hounslow.”’ 


leaker [Done 
] “Vy Mbit dyns 
, ~ 


gns. to 70 gns. Ask your dealer to 
let you hear them or write for leaflets 
giving full information about E-A-R 
Balanced High Fidelity. Gramophones Amplifiers 
L AR EAR 
. Play Unit 


ELECTRIC AUDIO REPRODUCERS LTD. 


The Square, Isleworth, Middlesex 
Phone: ISLeworth 6256-8 24 gns 
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BALANCIED 
High 
Fidelity 


= complete enjoyment of recorded music... 


for under £40 





E-A-R 
TRIPLE-FOUR 


6-watts Push-Pull 
Ultra-linear 


; 
AMPLIFIER 


















E-A-R 
Trio Console Speaker 


12-in. bass speaker and 
two treble units in reflex 
enclosure 


12 gns 
(Collaro or Garrard) 
Transcription Unit 
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records and hi fi by post from Imhofs 


It’s as easy as ABC to order records and hi fi by post from Imhofs. 
We can supply records of all makes (connoisseur pressings as well as 
lesser-known labels) and a wide range of the finest hi fi 

equipment. Your selected records or equipment are first carefully checked 
then put into special packing. They will reach you quickly and 

in perfect condition. If you need any technical or other advice, our 
specially trained staff will be pleased to help you with your choice. 


May we send more details of this time-and-trouble-saving service togethe 
with a copy of our latest illustrated Hi Fi Catalogue ? 





ALFRED IMHOF LTD Dept 12e 112-116 New Oxford St London WCI MUSeum 7878 
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Armstrong A10-: 


HIGH FIDELITY AMPLIFIER & PRE-AMPLIFIER CONTROL UNIT 
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SOUND VALUE FOR ONLY 


£32 


COMPLETE 
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EQUALIZER ee a 


BRIEF SPECIFICATION Output: 10 watts rated; 
20 watts peak Frequency Response: 10-100,000cps, 
within 1dB 15-30,000cps. Distortion: less than 0.1% 


“ AVAILABLE FROM LEADING Damping Factor: 40. Hum Level: better than 80dB 
down. NFB: 3 loop, main overall loop 28dB. Sensiti- 
cked HIGH FIDELITY DEALERS vity: 8mV (Gram input A) for 10 watts. Spare Power 
Supplies: 320v, 45mA and 6.3v, 2A. Vaives: Pre-amp 
THROUGHOUT THE COUNTRY ECCS83, EF86. Amplifier GZ34, ECC85, EF86, 2 x EL 
34’s. Controis: 1. INPUT— Mic, Radio, Tape, Gram (in 
conjunction with 4 position pick-up matching selector) 
2. EQUALISER —6 position. 3. FILTER—6 position. 
“al Write for free descriptive literature to 4&5. BASS & TREBLE (both lift & cut 15dB) 6. 
ARMSTRONG AMPLIFIERS LTD VOLUME. Tape Output Socket on rear of Control Unit. 
Wariters Road, Holloway, London N7 Matching VHF Tuner - FM61 Price: £22.1.0. 


an ARMSTRONG is a sound investment! 
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Here 
today 


and tomorrow |: 
too! 
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Before investing in a new loudspeaker you will naturally wish to tu 
assure yourself it will not become obsolete in. the near future. 
You need have no such fears with the Vitavox DUI20 Duplex tc 
Coaxial Loudspeaker. The advanced design and careful control at 
all stages of manufacture ensure years of reliable distortion-free V 
satisfaction to the purchaser. Hear it — that will convince you 


more than any claims we may make. 


NN 










VITAVOX 


Westmoreland Road, London, N.W.9, England 


VITAVOX LIMITED | | iephone: COLindale 8671 
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Y The Monarch’s EVERYWHERE... 


Y 





y 


yore 


it’s a must—and here’s why! 


Here, there, everywhere—wise set manufac- 
turers all over the world are choosing the 
Monarch Autochanger for their radiograms 
and players. 


They like its attractive styling, its ten record 
capacity, its strong construction and its ability 3 aE p WE 
to play all sizes and speeds of records. Most Sree RA SEE 4 
important they like it for its splendid reproduc- | Z 3 a AAA 

tion and its absolute reliability—they know =—S=S= 
it won't let them down. . ~ CMA Y 


: tj x. 4 Yi 


<= es i 
Manufacturers say “it must be Monarch”, | 
Millions of music lovers say “it must be 
Monarch”. Before you decide on a radiogram 
or player say “it must be Monarch”’. 


* 


%* Plays at all speeds. + Intermixes 7”, 10” or 12” records of the same 
speed.  y& Provision for manual playing of single records. y+ Choice of 
two beautiful duo-tone finishes. 





The secret of the brilliant Monarch ope ee which has won the friendship of connoisseurs ali 
over the world, lies in the superb Ful-Fi high fidelity turnover crystal cartridges. 


These cartridges, developed and built in our own factories, combine a very wide tonal range with 
a flat response guaranteeing first-class results from all amplifiers. They will fit all standard 
Pick-up arms and are readily available from your record dealer. 


— aane (Standard) nt tee. Geng Figing sapphire —, are | auattatite, Always 
uy replacement styli maintain original standard your -Fi cartridge. Bo 
cartridge and styli are attractively boxed with full instructions. - 





BIRMINGHAM SOUND REPRODUCERS LTD. -: OLD HILL °- STAFFS. 


_— 
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High Fidelity equipment ever staged in this country. 
All leading-manufacturers will be exhibiting and demonstrating 


J under domestic conditions, the latest developments in audio 
YY) vi 
oe fff j 

i z LO yy equipment. 

Yj, Vy Lovers of music of all types, if they are true to their enthusiasm 
should hear for themselves how exactly and faithfully their 


favourite passages can be played back to them. 


COMPLIMENTARY TICKETS AVAILABLE FOR EACH DAY 
FROM YOUR RADIO, MUSIC OR GRAMOPHONE DEALER. 
iF YOU HAVE ANY DIFFICULTY SEND STAMPED 
ADDRESSED ENVELOPE AND STATE FOR WHICH DAY 
TICKETS REQUIRED TO: 

Exhibition Office, 42 Manchester Street, London, W.! 





February, 1°58 








THE 
LONDON 
AUDIO FAIR 1958 
will be held at the 
WALDORF HOTEL 
Aldwych, W.C.2. 
on 


Friday (8th 
Saturday [9th 
Sunday 20th 
Monday 2Ist 
APRIL 


I! am. until 9 p.m. 































OF GREAT BRITAIN 





H. C. HARRIDGE 





Scarce Items Now in Stock 


WHARFEDALE SFB.3 £39.10.0 EAR 3 Speaker Unit £15.15.0 
| ROGERS Junior Amplifier with Mark II Control £28 

QUAD II Amplifier £42 QUAD FM Tuner £30.9.0 
CHAPMAN AM’FM Tuner £25.4.0 Self-Powered £29.8.0 
JASON Shelf Amplifier £22.10.0 ELON Tape Recorder £65.3.0 





CLASSICAL RECORDS SENT POST FREE TO ALL PARTS 


8 MOOR STREET, CAMBRIDGE CIRCUS, W.1 
Open Daily except Thursday. Late Night-Friday 7 p.m. 
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AM/FM 
tuners 
by 


[hapman 


A WORLD OF LISTENING AT YOUR COMMAND 


Chapman AM/FM tuners are the finest obtainable, constructed throughout from the best British components, 
and designed to give superb results on both AM and VHF. These ‘ no compromise’ tuners have secured an 
unchallenged reputation for performance and reliability. 


eed ~ - aw 
Syn) <3 : on 4 
a 


$5/F 
SSE/FM 





x FM85—Medium, Long and FM, very compact, 24 gns., inc. P.T. 


% S5/FM—Medium, Long, Short and FM, with an RF stage on AM bands and variable 
selectivity, 32} gns., inc. P.T. 


% SSE/FM—As above, but Medium, 3 Short wavebands and F.M. 
All tuners incorporate a tuning eye, and are available self-powered for an extra 4 gns. 


Full specifications from your hi fi dealer or : 


C. T. CHAPMAN (REPRODUCERS) LTD., RILEY STREET, CHELSEA, LONDON, S.W.10. 
Tel. : Flaxman 4577 Works : High Wycombe 


Magnafon 











MAGNAFON M.I. 48gns. MAGNAFON PRE-AMP 40¢ns, MAGNAFON ‘58’ 62gns. 


MAGNAFON LTD 


for details write to: 


MAGNAFON LTD., 3 BAGGALLY STREET, LONDON, E.3. 
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a dual unit loudspeaker system 
costing less than £25 


This enclosure incorporates the new Wharfedale Acoustic Filter * 
and is available in an attractive teak finish. Price, including HF level 
control and filter condenser, £12.8.6. 


Ame 


Sw 


& 
Co Ree RD She Ghats RRO 
Sa See a ae : SR Cr ee 


@ Reasonable price @ Real high quality reproduction 


@ Modest dimensions: @ Ali the advantages of dual speaker 
20° wide x 29¥° high x 11° deep systems 


w 
at base @ Ideal for stereophcnic sound 
* Used with the approval of Mr. G. A. Briggs. 
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Send for literature and 
technical report 
Ralph L. West, ; 
Brit.!.R.E., B.Sc. 


Demonstrations at our Showrooms 


Tuesday, Wednesday, Friday, 
Saturday, 10.30 a.m. - 5.30 p.m. 
Thursday, 10.30 a.m.-7 p.m. 
Closed all day Monday. 


H.P. Terms available 


Wharfedale Bronze 10/CSB PARTNERS LTD, 
A new 10 in. unit of remarkable 


£5.11.3. 
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damp “THAMES” 


3-SPEAKER GRAMOPHONE DE-LUXE 


=== 229 Regent Street, Londen, W.1. (Ent. Hanover Street) Phone; REGent 7363 














- better listening for less cost feat 


DESIGNED WITH ENTHUSIASM 
BUILT WITH EXPERIENCE 
PRICED WITH UNDERSTANDING 


That’s why the “Thames” is so warmly outstanding range. When you go to 


welcomed by music lovers who want 
the best possible value for their 
money. There are many years of good 
designing behind VOLMAR gramo- 
phones and the “Thames” rightly 
ranks as an outstanding model in an 


your VOLMAR stockist play any 
record you know well on _ the 
“Thames” and you will be agreeably 
astonished by what you hear—and 
when you buy VOLMAR you buy 
quality that lasts. 


To VOLMAR LTD., 141 HIGH ST., BRENTFORD, MIDDLESEX | 
Please send me illustrated brochure of “Thames” and | 


other Volmar Gramophones. 
(Name and address block letters, please) 


Study this specification : Volmar im- 
proved wide-range Printed — Circuit 
| Amplifier. Separate controls for bass 

and treble in negative feed-back loop. 
| Garrard RC120 4-speed Autochange 

Unit with high-fidelity pick-up, Three 
| speakers arranged in well-built wooden 
, cabinet with concealed speaker aper- 

tures give broad dispersal of sound 
i with exceptional and clarity. 
, Chrome-finished control knobs grouped 
! 


white plastic panel with 
ains. 


on recessed 
pilot light. For A.C. M EIGNS. 


OTHER MODELS FROM l4gns: VOLMAR LTD., 141 HIGH ST., BRENTFORD, MIDDLESEX TEL: EALing 1113 





t Send in 2d. stamped unsealed envelope. 
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* Every make of record stocked 
* H.M.V. and Columbia tape records 
* Every type of Standard Record 


















* Help yourself “Browserie” Sa) A Reproducing Equipment 
* New “Ata Glance” Seen ’  #* Personal Recording Service 
Classical Record Dept. * ‘Tape to disc” transfer service —_ 
* Radio, Television and * Wide choice of foreign records —— = 
Space Heaters aga ae 






* Personal Export Service for 
overseas Visitors 















* Language courses 


REGO TRACE MARE OF 
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Beware the Charmer 





In the subtle excellence of the Connoisseur Pickup lies its 
danger. The way it picks out timpani with a delicate and 
” distinctive purity, the way it traces a delicate air and takes 
in with rich, unmuffied tone the vast diapason of a full 
orchestra, will woo you from your contentment with any- 
thing less than the best—the best which Connoisseur will 


always give you. 





fe es Total mass approx. 5 milligrams. 
7 Gere Frequency range 20-20,000 cycles 
To hear a demonstration is fatal. Be warned “¢ han I Pick-up, complete with 1! head fitted with 
wr you too will never rest until you can By 4 Diamond Armature—£8.19.0 plus P. Tax £3.16.6. 
enjoy its deli ghts for ever, S ~ Head only—#£6.12.0 plus P. Tax £2.16.5. 
¥ Replaceable Armature System—£4.10.0 plus 


Soe P. Tax £1.18.6. 
, ad , 


A. 2. SUGDEN & CO. (Engineers) LTD. 


Well Green Lane, Brighouse, Yorkshire Tel: Brighouse 2397 4 
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TECHNICAL 
SPECIFICATION 


CONTROLS. Bass. ‘* Cut and Boost.’’ 
reble. ‘* Cut and Lifc.’’ Volume. Switch. 
LP. STD. Radio. 


@ SPEAKERS. Two matched High Fidelity 
83” x 53” Elliptical. 


@ OUTPUT TRANS. Specially wound 
Parmeko. Parmeko Mains Trans. 


@ VALVES. Mullard EF. 86. EL. 84, 
EZ. 80. 


@ LABORATORY TEST. Total harmonic 
distortion better than 1% at 3 watts. 
Frequency Response flat within + 1! dB 
relative to | KC/S from 40 C/S to 25 KC/S. 


TONE CONTROLS. Maximum Treble 
ut approx. 14 dB at 10 KC/S. Maximum 
Bass Boost anprox. 15 dB at 60 — 
Sensitivity 100 MV. for 3 W Out 
Hum and Noise Levels at Sony 50 “4B below 
Ww. 
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The Truchord 




























Cabinet Size: 17” x 16” x 9} 


CENTRAL LONDON 


GILES ELECTRICAL, 9/1! Victoria Colonnade, Southampton Row, W.C.! 
THE GRAMOPHONE EXCHANGE, 80/82 Wardour Street, W 

THE GRAMOPHONE SHOP, 130 Sloane Street, S.W.! 

HARRODS LTD., Knightsbridge, S.W.! 

IMHOFS LTD., 112/116 New Oxford Street, W.C.! 

LARGS LTD., i677 High Holborn, W.C.! 

TROUGHTON & YOUNG LTD., 143 Knightsbridge, $.W.1 


NORTH and NORTH WEST AREA 


SAVILLE PIANOS LTD., 365 Holloway Road, N.7 

SAVILLE PIANOS LTD., 142 High Road, Wood Green, N.22 

A. S. WHITE & SONS LTD., 130/132 High Road, S. Tottenham, N.I5 
JANES & ADAMS LTD., 386 "Green Lanes, Palmers Green, N.13 
JOHN TRAPP LTD., is. Broadway Parade, Crouch End, N. 

JOHN TRAPP LTD. (ASHWELLS), 37! Green Lanes, Palmers Green, N.13 
SAVILLE PIANOS LTD., ! Reform Row, Tottenham, N.I7 

JANES & ADAMS LTD., 119 High Road, East Finchley, N.2 

JANES & ADAMS LTD., 330 Regents Park Road, Church End, N.3 
JANES & ADAMS LTD., 343 Ballards Lane, North Finchley, N.12 

Cc. A. DANIELS LTD., 207 Kentish Town Road, N.W.5 

JANES & ADAMS LTD., 17 High Street, Barnet 

JANES & ADAMS LTD., !87 Shenley Road, Boreham Wood 
MUSICRAFT, High Street, Southall 

MELFORD RADIO, 58 Windmill Road, Hampton Hill 

LISTER & SONS LTD., I! Ealing Road, Wembley 

SAVILLE PIANOS LTD., !! Church Street, Enfield 





WEST and SOUTH WEST AREA 


JOHN BARKER, Kensington High Street, W.8 
HAMPTONS, 49 Kensington High Street, W.8 

BARNES PIANOS, 73 Queens Way, W.2 

SQUIRES OF EALING, 28/30 New Broadway, Ealing, W.5 
ARDING & HOBBS, Clapham Junction, S.W.I1! 


your new Record Reproducer. 
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Something Different-Dual Purpose Hi-Fi 
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SPECIAL 
FEATURES 
@ A high fidelity Amplifier complete in 
handsome acoustical ‘‘ desk ’’ type 





cabinet with ‘* twin ’’ matched speakers, 


@ Sliding top panel for variable sound 
projection. 


@ Aperture at rear of cabinet giving 3 D 
sound effect. 


@ Plug in Matching Unit allowing 
variable matching for any type of pick-up 
ea 


@ Provision for external speaker systems 
up to three in number. 





@ Allows free choice of Gramophone 
Unit including Transcription types if 
desired. 





@ Separate input for AM or VHF Radio 
Unit. 


‘Minuette”’ 


HIGH FIDELITY RECORD AMPLIFIER 
WITH 3D SOUND SYSTEM 


PRICE 24 gms 


Playing Desk with Garrard 4.S.P. Gram Unit to match Minuette 14 Gns. 


Continental finish in black lacquer with gold embellishments | Gn. extra. Set of four contemporary legs with fi ittings 2 Gns. 
The ‘‘ Minuette ’’ has been designed to cater for the increasing demand for a small, compact high-fidelity record reproducer, giving perfect 
balanced reproduction at comfortable home listening level. At the same time a choice of Gramophone Unit is possible which together with an 
external speaker system will enable even the connoisseur to satisfy his most exacting requirements. 


PRELIMINARY LIST OF RETAILERS WHO WILL BE PLEASED TO DEMONSTRATE 
THE “MINUETTE” IN THE GREATER LONDON AREA 


WEST and SOUTH WEST—continued 
A. R. HILLIER & CO. LTD., 95 High Street,  frrrrcaiaas S.W.18 


TELEONICS LTD., 


MUSICRAFT, 


181 Earls Court Road, 
13 King Street, Richmond 


MUSICRAFT, 80/82 Uxbridge Road, Ealing, W.13 

CLASSIC ELECTRICAL LTD., 352 Lower Addiscombe Road, Croydon 
ALDERS LTD., Croydon 

ROGERS RADIO LTD., 73a/74 North Street, Guildford 


L. HUMPHREYS LTD., 


94 High Street, Epsom 


SHINNERS LTD., Sutton, Surrey 


EASTERN AREA 


SAVILLE PIANOS LTD., 240 Hoe Street, Walthamstow, E.17 
SAVILLE PIANOS LTD., 20 Cranbrook Road, Ilford 


Vv. J. MONK LTD., 
D RAD 


STANWOO 
STANWOOD 
STANWOOD 


ST 
STANWOOD 
STANWOOD 


RADIO 


» 
b 


Be yt Plumstead Road, S.E.18 


2 & 3 Station Parade, Upper Clapton, 6.5 

LTD., 303 Green Street, Upton Park, E.6 
LTD., 668/670 High Road, Leyton, E.10 
LTD., 715 High Road, Leyton, E.10 
LTD., 309 Lea Bridge Road, Leyton, E.10 
LTD., 875 High Road, Leytonstone, E.t1 
LTD., 42/44 New Wanstead, E.tt 

LTD., 8/10 Plashet Grove, E.13 
LTD., 144/146 High Road, Leyton, E.15 
LTD., 140 The Grove, Stratford, E.15 
LTD.. 351 Hoe Street, Walthamstow, E.1!7 

LTD., 3 Gants Hill House, Gants Hill, Ilford 
LTD., 173 Manford Way, Hainault 

LTD., 14 High Road, Laindon 

LTD., 32 High Street, Wickford 

LTD., 50 West Street, Rochford 


o 
© LTD., 1603 London Road, Leigh-on-Sea 


MILLS & SMITH = R.T.) LTD., 140 High Street, Rayleigh 


MILLS & SMITH 


(E.R.T.) LTD., 69 Southend Road, Hockley 


BADEN SAVILLE LTD., 90/92, 94 High Street, Maldon 


LONDON, W.I! 


Hundreds of High Class Retailers over the Country are now stocking and recommending the TRUCHORD “‘ Minuette ’’ Hi-Fi Record Amplifier 
Unit. If you are unable to find a convenient London Retailer in this first list published, or you do not reside in London, please write to us when 
we will let you have the name and address of a Dealer in your Area or Town. 
reproduction that is possible with the *‘ Minuette ’’ even at quiet, home listening volume. Insist on hearing the ‘‘ Minuette ’’ before deciding on 


TRUCHORD LIMITED 


82 GREAT PORTLAND STREET, 
Telephone: MUSeum 7674 


All music lovers will be amazed at the brilliant and faithful 
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PROFESSIONAL GRADE 


Monufactured and Distributed by 
SSUNDRITE LIMITED, 82-83 NEW BOND ST., LONDON, W.! _—— Tel. LEGation 3618 





February, 1958 The GRAMOPHONE Advert 17 


a professional touch 
to your recordings 


. +. enjoy a new sense of realism with Soundrite 
PROFESSIONAL GRADE Tapes. A tape that will 
bring added life and tonal fidelity to every recording. 

Lo Manufactured to a rigid specification, SOUNDRITE 
ills PROFESSIONAL GRADE Tapes have these outstand- 
ses ing characteristics —Special non-stretch, anti-static 


SOUNDRITE TAPES—PROFESSIONAL GRADE base . Highly polished recording surface to minimise 


REELS | STANDARD LONG PLAY | head wear . Splice free . Drop-out tested during 
Size Green Carton Orange Carton manufacture . Improved top frequency response at 


5” | 20/- each | 28/- each | low speeds, that will be appreciated by all hi-fi 
5?” 27/6 ,, | 35/- ,, experts and recording enthusiasts. 
| 7” 35: 7 | So- ,, | 
Full range of reel sizes available | 


SOUNDRITE SERVICE PACK 
Specially developed Lubricating and Cleansing fluids to 4/9 SERVICE PACK 























ensure maximum efficiency of Tape Recorders, Record Player 

Units and all types of Projectors. Complete in handy carton 
AVAILABLE FROM ALL LEADING 
Hi-Fi DEALERS AND STORES 
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OHN McHUGH 


ORCHESTRA 
Serenade (‘‘The Goldsmith of Toledo’’) 


ROYAL PHILHARMONIC 
™ “Royal Fireworks’ — Suite 


Schlafe mein prinzchen SEG7754 


**MELODY IN VIENNA”: 


ys Choir 


— Offenbach; 
O vision entrancing (‘‘Esmeralda”’)— 
Thomas; 
When the stars are brightly shining 
Strange harmony (‘‘Tosca’’)—Puccini 
Norwegian Dances, Nos. 1, 2 and 4— 


conducting the PHILHARMONIA ORCHESTRA 


Mit musik durchs leben; Es wollt ein jagerlein jagen 
La Girometta; 
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Photo: Derek Allen 


DAVID OISTRAKH 
VLADIMIR YAMPOLSK 
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Tu che di gel sei cinta 
(“Turandot’’) SEL1575 
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RECORDS LIMITED, 


SEG7755 


E.M. 


Clair de lune — Debussy; Jota — Falla; Valse-scherzo — Tchaikovsky 


Photo: Angus McBean 


I know that my Redeemer liveth 


(‘‘Messiah’’)— Handel; 
Let the bright Seraphim 


(“‘Samson’’)— Handel 
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BENIAMINO GIGLI 1890-1957 


By PHILIP HOPE-WALLACE 


* it not strange—this immortality con- 
ferred on singers of Gigli’s generation by 
the gramophone ? True, you could say that 
Caruso and Melba to a certain extent were 
“immortalised ” by their records, but at 
no time in their careers can it have been 
felt that a record made at the prime was 
actually as good or even superior to a real 
flesh-and-blood performance ; and it is all 
the more striking that this should be so in 
Gigli’s case, in as much as the voice lost so 
little with the passing years. To those who 
never heard him, there is no need now to 
offer adjectives—“ liquid ”’, ** golden ’’, or 
the like. In Gigli’s 1931 records of ** Che 
gelida”’ or “*‘ Salve dimora”’ or the duet 
with De Luca, ‘‘ Solenne in quest’ ora ”’, 
at the welling phrase in the major “ Or 
mouijo contento ’’, the Wonderful sound is 
there for all who have ears to hear it. If 
that, in a terrestial sense, is not immortality, 
I do not know what is. “ Or mouijo 
contento ”’ was well said ! 

Gigli was not vainglorious—to call him 
modest seems to be leaning over backwards, 
for of course he was immensely and justly 
proud to have achieved such a fairy-story 
success, he the little Benjamin of a sad-eyed 
Esther, the cobbler’s wife of Recanati, to 
have gone to the top of the world on the 
strength of that loveliness of voice alone, to 
have become rich, celebrated, housed in 
splendour who had known poverty and 
utter obscurity—how should he not have 
felt proud ? He was modest in speech yet 
spoke often of “l’arte mia ”’, but his talent 
for self-criticism was minimal and—in this, 
unlike the highly self-critical Caruso—his 
art grew but little. 

Indeed, part of his immense appeal was 
his very artlessness ; a peasant heart which 
poured into “Cor ’ngrato”” as much 
sincerity of emotion as into the sublimest 
songs he sang ; who could rouse the hackles 
of the persons of austere taste with such a 
song as “* Mama ” and yet force even them 
to aimit, that in its way, no conscious art 
couil have improved on the sheer spon- 
tancity of its singing. I have heard people 
Say, “‘ Yes, wonderful ; but a little goes a 
long way”, or again, “‘ The voice was a 
beaity but he was a very dull artist gua 
artis: *, Of course one must concede some 
rut: there. Not for Gigli the wondrous 








management of a tiny organ so that it could 
still make the mightiest point (as, say, Tito 
Schipa or Elisabeth Schumann in varying 
ways, or some wonderful old lieder singer 
who, “ without a voice ”’, could thrill you). 
But to say he had no taste was to miss the 
point ; and was said only by the sort of 
persons who will call an orchid “ vulgar ” 
or an Alpine sunset “ kitsch ”. Gigli’s voice 
which developed out of a contralto choir- 
boy’s voice and which never in the conven- 
tional sense ‘* broke”’, was a_ natural 
phenomenon, a thing of beauty like a 
thrush’s aubade or the lovesome complexion 
of a milkmaid (yes, it was even in a certan 
tradition of Italian art such as the paintings 
of Guido Reni, frankly effeminate in some 
ways). 

Gigli was capable right to the end of his 
career of breaking up a phrase with utterly 





Harrow, Middlesex 


Beniamino Gigli celebrated his 64th birthday on March 20th, 1954. To mark the occasion and in recognition 


Telephone : WORDSWORTH 2010 
Telephone : GERRARD 0850 


redundant sobs in the interest, supposedly, 
of expression, or flexing the sheer ease with 
which his voice rode on the breath with the 
much-criticised intrusive “ H ’’, or finishing 
some exquisitely spun piece of legato singing 
with a sudden gurgling rush of full, creamy 
(but incongruous) tone. He sang beauti- 
fully in tune and generally well in time, 
but subtleties of phrasing were simply not 
matters he seems to have considered 
important. So there were always people to 
find fault, to say impatiently, “‘ Wonderful, 
oh dear, but .. .” 


Yet there is another “‘ but” ; deeply felt 
by anyone who listens avidly for voices 
which are perfectly emitted, for the pure 
welling up, the utterly right placing, the 
fullness without forcing, the unchanging 
bloom, the seamless texture. To such 
people Gigli’s singing could never be any- 
thing but a joy for ever. Note succeeded 
note ; hothouse grapes, each limpid, perfect, 
luscious. The dark animal passion heard in 
Caruso’s voice, the vibrant spinto quality in 
Martinelli, the zleam in McCormack’s 


— 


* 


of his 36 years of recording for the Company, ‘‘ His Master’s Voice’ gave him a party at the Savoy. The 
illustration shows the presentation of a Silver Salver to Gigli by Mr. C. H. Thomas, the present Managing 
Director of E.M.I. Records Limited. 
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tenor were never quite like this. You 
couldn’t fail to recognise Gigli’s voice, yet 
it was unearthly in the way none of those 
three great voices were: when he sang the 
Hostias in the Requiem of Verdi it was like 
the seraph (and just to balance that, when 
he went soaring up to the climax of the 
Ingimesco to the words, “* In dextra parte ”’ 
it was the proudest chorister of the whole 
Latin Roman Church—marvellous !). 
Those of us lucky enough to hear him in 
performance will have many memories: of 
his stealing the show from Ponselle’s first 
Traviata ; of his dousing the all too genuine 
fire in the Bohemian’s stove at Covent 
Garden, or standing on Caniglia’s train in 
Traviata ; of his pathetic pride in exhibiting 
his daughter Rina when she sang Mimi to 
his Rodolfo after the war ; perhaps, of his 
first Radames in Rome which I heard from 
the front row of the stalls and could mark 
his relief at his good reception (but he was 
never a heroic robusto, never a_ heroic 
Verdian tenor par excellence). Always one 
forgets the frog figure and feeble acting. 
One recalls the joy of hearing so many full, 
effortless or effortless-seeming notes rising 
up into the house so that you almost felt you 
could stretch out a kand and touch that 
perfect column of sound in the air. But for 
a gramophone amateur of this lovely voice, 
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the picture is slightly different ; for on disc 
he made a contribution which is out of all 
proportion to the opera performances he 
gave here. Each one will have his prefer- 
ences. I would only note a few which strike 
me as still, for their particular beauty, hard 
to match. 


The following H.M.V. discs are still 

available : 

La Tosca—complete with Caniglia (ALP 
1020-1). 

Marta—‘* M’appari”’; Africana—‘* O Para- 
diso ’’ (DB1382). 

La Bohéme—‘‘ Che gelida manina”’: Faust— 
*“* Salve dimora”’ (DB1538). 

La Bohéme—‘ O Mimi’”’ ; Forza del Destino— 
** Solenne in quest’ Ora”’ (with de Luca, 
DB1050). 

La Gioconda—‘ Enzo Grimaldo”’; Pearl 
Fishers—‘‘ Del tempio’”’ (with de Luca, 
DB1150). 

Andrea Chénier—‘‘ Si, fu soldato”’ ; I Pagliacci 
—‘* Pagliacci non son ”’ (DA1312). 

Manon—The Dream; Pearl Fishers—‘‘ Mi 
par d’udir ancora’ (DA1216). 


The following have been deleted. 

La Bohéme—complete with Caniglia (DB 
3448-60). 

I Pagliacci—complete (DB2299-2307). 

Andrea Chénier—complete (DB5423-35). 

Madame Butterfly—complete with Toti dal 
Monte (DB3859-74). 

Verdi Requiem (DB6210-19). 





LETTER FROM AMERICA 


By HAROLD C. SCHONBERG 


| perverse lines are being written in the 
closing days of 1957. A retrospective 
glance over the year reveals that all was not 
as quiet as it might have appeared on the 
surface. A tremendous amount of LP 
classical discs was released, and it has been 
estimated that the sales of all records will be 
in excess of $400 million. Yet, according to 
some authorities, the Wall Street Journal 
among them, there probably was a 10 per 
cent recession in the record business ; and 
that 10 per cent figure is echoed by the 
managers of some large New York retail 
stores to whom I have spoken. Of course 
it is not only in the record industry that 
there is a slight recession. Business has been 
dipping all over. 

It probably was this recession that has 
prompted R.C.A. Victor to raise its price 
on classical 12-inch LP discs (in America, 
the expression “‘ 12-inch LP ” is a tautology, 
for nobody releases or even manufactures 
10-inch classical LPs any more). Victor is 
going up to $4.98 from $3.98, and most 


other companies are sure to follow suit. 


The announcement, toward the end of 


1957, that E.M.I. had sold Angel Records 
to Capitol also created much _ tongue- 
wagging in the trade and elsewhere. Angel, 
which E.M.I. had set up to release European 
Columbia in America, sold a luxury line 
and had a catalogue that was primarily 
classical. E.M.I. also owns Capitol, which 
has developed into one of the top three 
American record companies in regard to 
volume of sales. The bulk of Capitol sales 
are in jazz and popular music. ‘The 


company also has a thriving classical section, 
though one of a limited nature. When, last 
year, Victor and H.M.V. came to the 
parting of the ways, there was much guess- 
work here about the future of the H.M.V. 
catalogue in America. Would E.M.I. 
entrust it to Angel ? Or to Capitol ? Now 
it would appear that Capitol will have 
everything. The reason for the sale of Angel 
to Capitol is, of course, economic. E.M.L., 
it is said, felt that there was too much 
duplication between the two companies ; 
and since Capitol had a superior distribution 
system, they would be able to handle the 
E.M.I. line that much more easily. 

In any case, says Capitol, the Angel label 
will be continued. Future events will 
determine whether the Angel formula— 
expensive packaging, elaborate art work 
and programme booklets, etc.—will be con- 
tinued. In the five years of its existence, 
Angel built up a noble catalogue, and it 
would be a pity if the philosophy that 
guided it were allowed to lapse. 

It seems that 1958 will be the year of the 
stereophonic disc. It also seems that the 
45-degree Westrex system of stereophonic 
disc recording will be adopted by the 
American manufacturers. Initial stereo 
releases are being planned for the summer. 
Russia has its sputniks, but we will have 
stereophonic discs. So there! People in the 
industry are quite excited about stereo discs, 
much more than they ever were about stereo 
tape. The discs, and the cartridges that will 
be employed to play them, will be com- 
patible, which means that the stereo discs 
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can be sold even to non-owners of steieo 
equipment. The manager of the largest 
record store in New York said recently that 
in his estimation the LP disc would be on 
its way out in two years, and in five years 
it would be where the 78 r.p.m. disc is today. 

On the other hand, it is unlikely that the 
162 r.p.m. disc, now being sold by Vox, 
will make much of a permanent impression 
on the industry or on sales habits of the 
American buying public. It does have 
certain undeniable assets, if anybody wants 
them: think of a disc, a single 12-inch dise, 
on which repose Beethoven’s Fifth, Dvorak’s 
New World, Schubert’s Unfinished and 
Prokofiev’s Classical, all selling for $6.95. 
It adds up to about two hours of music on 
a disc. But the fidelity is not as high as it 
might be (Vox makes no claim that it is), 
and a very good turntable is needed. It is 
an eerie sensation to watch this disc on the 
player. The turntable seems scarcely to be 
moving at all, and one has to resist a mighty 
impulse to push it along. 

Some very interesting discs were issued 
at the end of 1957. Angel brought out a 
three-disc Turandot with Maria Callas in the 
title role. I would not call this a success, 
Her voice simply is not big enough for the 
role of Turandot. She forces unpleasantly, 
especially during her first scene, and I 
imagine that even the admirers of La Callas 
may find this hard to take. Even in the final 
scene her voice seldom takes on any colour. 
Elisabeth Schwarzkopf, cast as Liu, sings 
intelligently and sensitively. The tenor 
Eugenio Fernandi, has a loud voice that 
perpetually teeters on something between 
a sob and a bleat. Ping, Pang and Pong are 
competent, and the orchestra, under Tullio 
Serafin, is well managed. 


Decca Archives keep busy. Helmut 
Walcha plays, on two discs The Art of Fugue.. 
Not the heroic kind of organist, Walcha 
plays the great Bach work simply and 
directly, with rather prevailingly grey 
registrations in the early sections. He ends 
with a full close instead of stragghing off 
where Bach laid down his pen. A four-disc 
Decca Archive set presents the twelve 
Concerti Grossi, Op. 6, by Handel, with the 
Bamberg Symphony under Fritz Lehmann. 
These discs have been coming out one by 
one in England. ‘They are excellent. 
Lehmann offers what in effect is a chamber 
presentation—delicate, well balanced, flow- 
ing. Decca has still another ambitious set, 
a two-disc album of Bruckner’s Fourth and 
Seventh Symphonies, played by the Sym- 
phony Orchestra of the Bavarian Radio (in 
No. 4) and the Berlin Philharmonic in 
No. 7), both conducted by Eugen Jochum. 
He uses the “ original versions”, and 
presents smooth performances, avoiding the 
sentimental slushiness many conductors 
bring to this composer. Such a supple 
approach is most agreeable, for a change. 

The most important single disc Columbia 
has released is devoted to Stravinsky’s latest 
works, Agon and the Canticum Sacrum. Agon 
is a ballet, with choreography by Balanchine, 
that received its premiere by the New York 
City Ballet Company this winter. Stravinsky, 
using a large orchestra (though the scor:ng 
itself features small instrumental combin 
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ations), has based his work on old French 
dances. Naturally the writing is highly 
stylised. There also is a flirtation with 
twelve-tone techniques. I could not find a 
tone-row in the score, but the printed notes 
have a look that one would never guess is 
Stravinsky’s. Webern, one would say ; 
only the music, when heard, sounds echt- 
Stravinsky. The Canticum, conducted by 
Stravinsky on this disc (as is Agon, with 
California musicians), has chorus, tenor 
(Richard Robinson) and !:aritone (Howard 
Chitjian). It is a strange score, again with 
twelve-tone elements—frequently exciting, 
intellectsally stimulating and very chic. It 
is this quality of modern-minded chic-ness 
that may, in the exd, destroy Stravinsky. 
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This is a subject I won’t get into here ; I'd 
need a long article to argue the point ; but 
can it be that Stravinsky, with all of his 
skill and genius, writes a la mode music ? 
There is, of course, a direct line from the 
Symphony of Psalms to the Canticum Sacrum ; 
but whereas the earlier work is relatively 
simple and direct, the recent one sounds 
fussy and just a bit over-calculated. 

In a very much earlier choral work, the 
Vienna Choir Boys, soloists and the Vienna 
Symphony under Rudolf Moralt are heard 
in an Epic disc of Mozart’s Missa Brevis in 
B flat (K.275) and Coronation Mass in C 
(K.317). There is something very appealing 
about the boys’ voices. Sometimes they are 
a little rough in sound and a little off pitch, 








351 


but they convey a devotional quality that 
more professional groups do not always 
achieve. Bach’s Magnificat, on a Westminster 
disc performed by soloists, chorus and the 
Munich Pro Arte Chamber Orchestra under 
Kurt Redel, receives a competent, sober 
performance. Carmina Burana, Carl Orff’s 
realisation of medieval songs, has been 
having a good run of popularity in America, 
and its latest recording, on a Vanguard 
disc, comes from the Hartford Symphony 
Orchestra and Chorale, conducted by Fritz 
Mahler. ‘The soloists are Sylvia Stahlman 
John Ferrante and Morley Meredith. This 
is a good, lively performance, though 
perhaps not as exciting or as rhythmically 
precise as the Angel disc with Sawallisch. 


ERIC COATES 1886-1957 


By ROGER WIMBUSH 


- y= are the man who writes the tunes?” 
asked Ethel Smythe when mtroduced 
to Eric Coates m the artists’ room at 
Eastbourne. Coates’ astonishing gift of 
melody was admitted even by those who 
disliked his music. That and his skill in 
orchestration, of which he was truly a 
master craftsman, will remain his memorial, 
and in the world of music such a memorial 
spells immortality. In an age when nearly 
all popular music is written by one-note 
“composers ”? and scored by others, it is 
worth recalling that Eric Coates was a 
musician to his finger-tips. He had learnt 
his job the hard way and, as he himself so 
often insisted, m the only way. For him the 
composer came out of the orchestra. 

Coates was a viola player. He was astute 
enough to realise that the scarcity value of 
good viola players would stand him in good 
stead, and when he came up from Notting- 
hamshire to the Royal Academy he was 
lucky to have Lionel Tertis as hts master 
Yet at his first mterview with the Principal 
of the “‘ Macademy ” (Macfarren, Mac- 
kenzie and McEwen in succession), Sir 
Alexander Mackenzie made a_ prophetic 
remark: ‘“‘ Mark my words, young man, 
yell start as a viola player, but ye’ll end up 
as a composer ”’. Young Coates, shrewd as 
always, had submitted a setting of Burns ! 
Long days of study followed by long nights 
in the theatre—there was hardly a theatre 
in London at which he had not played— 
led to playing at the historic first English 
performance of Elektra under Sir Thomas 
Beecham and to the first desk with the 
Queen’s Hall Orchestra for seven years. 
He played Sancho Panza to Casals’ Don in 
Strauss’s Don Quixote, and he serenaded the 
lovely Lily Elsie from the orchestra pit at 
Daly’s during the original run of The Merry 
Widow. He played in three String Quartets, 
including the Hambourg with whom he 
toured South Africa, crashed the inner ring 
of popular-song writers at the height of the 
bal!.d’s popularity, and was a familiar 
figu:e at the famous table at Pagani’s, which 
was bombed to destruction with Queen’s 
Ha!'. This was the professional background 
to i 1e seeming ease with which the endless 
Sui'es, Marches and genre pieces poured 
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from his pen. Stonecracker John was written 
down on the back of an envelope on top of 
a horse-bus in Kilburn High Road by the 
man who was to conduct the premiére 
of his March, Salute the Soldier, in Trafalgar 
Square at the height of the Second World 
War. 

The fact that Dan Godfrey once asked 
Coates his fee for an appearance as 
Gerontius reminds us that John, Albert and 
Eric Coates, in no way related, were all 
familiar figures in the pages of this journal. 
The name of Eric Coates is listed among 
composers from early days, in 1926 in fact, 
and he even appeared in the first H.M.V. 
Connoisseur Supplement of 1931. He had 
to wait for an article till 1937, and in 1940 
A.R. wrote a notice of his March, Calling 
All Workers, that was a masterly comment 
on the composer. He wrote: “‘A continuous 
stream of attractive melody seems to flow 
effortlessly from the pen of Eric Coates. 
Surely there is an excellent light opera 
somewhere in him! His March is the best 
piece of war-time music I have heard yet. 
It is snappy, invigorating, and tuneful, 
orchestrated with a sure touch and put 
together by a musician.” I know that 
Coates often wanted to do an opera and it 
may be that his acute perception of his own 
limitations restrained him. He retained a 
great love of the theatre all his life—he had 
seen Sarah Bernhardt and Mrs. Patrick 
Campbell in Pelléas and Mélisande (Fauré’s 
music) as a boy in Nottingham, and he had 
watched Gilbert taking a rehearsal of 
Telanthe—but it is difficult to see any 
dramatic element in his music. 


The famous story of the recording of the 
Knightsbridge March and of its subsequent 
fame has been often told. It is one of the 
classic legends of recording and is related, 
almost minute by minute, in Coates’ racy 
autobiography, “Suite in Four Movements” 
(Heinemann). Elgar is reported to have 
worn out a recording of the Suite Summer 
Days—the first work the composer con- 
ducted at Queen’s Hall after he had left the 
orchestra—and to have collected all his 
records. His extraordinary arrangement of 
Richard Rodgers’ With a Song in My Heart 
(his only arrangement) still sounds astonish- 
ing after 27 years, and the original L.P.O 
recording of The Three Men shows the 
composer at his most brilliant. Years ago 
the Virtuoso Quartet recorded Bridge’s 
Variations on the Londonderry Air. ‘This was 
but one movement of a work contributed 
by Harty, York Bowen, Bridge, J. D. Davis 
-and Eric Coates. The Bridge piece is a 
collector’s treasure, and. somebody might 
_consider the whole work, which would give 
us an example of Coates’s quartet writing. 


All discophiles, whose collections spill 
over to “‘ pops”, have to consider who is 
a “composer ”. Gershwin is probably the 
most schizophrenic problem for all librar- 
ians, but it is curious and, I think, distress- 
‘ing, that although Coates appears in Grove 
—and did so in 1928—he is not in WERM, 
and it is to be hoped that future editions will 
put this right, for Coates was definitely a 
composer and not a simple tunesmith. 


He was a happy man, who lived a full 
life, blessed with understanding parents and 
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a devoted wife ; faithful to his friends, a 
good trouper and a gay companion. He 
loved heights and worked in London 
throughout the Blitz in his top flat 100 feet 
above Baker Street Station. He knew the 
orchestra and he knew its tricks, even to 
playing a “domino” (musicians’ slang 
for playing during a rest) with conviction. 
His sense of fun can still be seen on many 
band parts showing traces of his ** B Game”’, 
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in which the letter ““B” is put in front of, 
or instead of the initial letter of musical 
terms. He loved the country as only a 
townsman can, and with all respect to his 
Aunt Eliza, who never ceased to remiid 
him that he was descended from “ tiie 
Welsh Kings’, he would, I think, want us 
to say: ** Carry on, London”. And so we 
will, helped by some of the most vibrant 
music that the great city has inspired. 





N.B.C. SYMPHONY ORCHESTRA 


By JOSEPH E. POTTS 


LTHOUGH it still exists under another 

name the N.B.C. Symphony Orchestra, 
created in 1937 specifically for the late 
Arturo Toscanini, ceased to function as such 
in April, 1954, when the maestro retired. 
In April, 1936, Toscanini, having con- 
ducted his final concert with the New York 
Philharmonic Symphony Orchestra, had 
returned—for good, as he thought—to his 
native Italy. He was 69 years old and tired, 
determined to free himself, in spite of all 
arguments and pleas, from what had 
become a burdensome commitment. But 
in New York there were many who wanted 
him back and who were prepared to go to 
great lengths to get their way. David 
Sarnoff, head of the Radio Corporation of 
America, with the resources of the National 
Broadcasting Company and of R.C.A.- 
Victor records behind him, conceived the 
notion that Toscanini might be induced to 
return to New York to conduct a broad- 
casting orchestra for N.B.C. He sent 
Samuel Chotzinoff, intimate friend of 
Toscanini and at that time music critic for 
the New York Post, to exert his persuasive 
powers on the great conductor at his home 
in Italy. Toscanini, though reluctant and 
full of doubts, agreed to return to America. 
N.B.C. undertook to organise an orchestra 
of the highest possible qualitv to give weekly 
concerts throughout most of the vear in a 
specially constructed studio holding an 
audience of several thousand, concerts 
which would also be heard bv countless 
thousands more throughout the U.S.A. and 
Canada over the entire N.B.C. network. 
Toscanini contracted to conduct ten con- 
certs during its first season at a fee of $4,000 
a concert. 

As to quality, the broadcasting company 
kept its word and a number of first-desk men 
from other leading orchestras occupied 
rank-and-file positions in the new orchestra 
when it assembled in October, 1937, for 
rehearsal under Artur Rodzinski, conductor 
of the Cleveland Orchestra and of high 
repute as an orchestral trainer, chosen at 
Toscanini’s suggestion for the preliminary 
welding of the orchestra into a_ unified 
ensemble. The N.B.C. Symphony Orchestra 
gave its first concert on November 13th 
under Pierre Monteux, and after two more 
under the same conductor and three under 
Rodzinski, Toscanini conducted it for the 
first time in Studio 8H in Radio City on 





Christmas Day with a programme consist- 
ing of Vivaldi’s Concerto Grosso in D minor, 
Mozart’s Symphony No. 40, and Brahms’s 
Symphony No. 1. It was estimated that 
about twenty million people heard the 
broadcast. Toscanini was completely satis- 
fied with the instrument that had been put 
into his hands and greatly relished the 
thought that he was bringing music into so 
many homes. Before the end of the first 
season he had agreed to conduct the 
orchestra for two more; as events turned 
out he remained, apart from one temporary 
break, very much its chief conductor for all 
the seventeen years of its existence as 
N.B.C.’s orchestra. 

Each winter, from November to April, 
the orchestra provided a weekly, hour-long, 
concert from the studio, normally on a 
Saturday evening, before an _ invited 
audience ; this was the most important 
part of its year’s work. Toscanini himself 
usually took charge of the greater part of 
the twenty-two or so concerts of the series, 
handing over to other eminent conductors 
for short spells each winter. After the 
winter series the orchestra, with an “ off- 
season’ strength of sixty instead of its 
normal hundred, gave spring and summer 
a series of weekly broadcasts, sponsored, as 
were the winter concerts for the most part, 
by commercial undertakings, with more 
popular programmes and less eminent 
conductors. Occasionally it would make a 
public appearance, perhaps at Carnegie 
Hall, for a charity concert, and twice during 
its lifetime it embarked on tours. The first 
of these was in 1940, when it visited South 
America, giving sixteen concerts in three 
different countries, starting and ending in 
Rio de Janeiro. In 1950 it made a six-weeks’ 
tour of North America, sponsored by 
R.C.A.-Victor, giving twenty-one concerts 
in twenty cities, an extremely arduous 
undertaking for Toscanini at the age of 83. 

In January, 1949, the late Guido 
Cantelli, then twenty-eight years old, 
conducted the N.B.C. Symphony Orchestra 
for the first time. Toscanini had heard his 
performance in Milan in 1948 and was much 
impressed ; “* he conducts ”’, he said, “as 
I do’”’, and it was at his invitation that 
Cantelli conducted four N.B.C. concerts the 
following winter. He took four more in each 
of the next two winter series and from 1950 
to 1954 was, in effect, Toscanini’s associate 
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conductor, taking charge of eight of the 
twenty-two concerts each of the four 
seasons. 

it was in 1941 that Toscanini, for a time, 
broke away from N.B.C. Usually during 
the summer months, while the orchestra was 
engaged under other conductors in its less 
important off-season concerts, Toscanini 
returned to Italy, but during the war he 
perforce remained in America and formed 
the habit, when not otherwise occupied, of 
dropping in to Studio 8H to hear “his ” 
orchestra rehearsing. Not infrequently he 
was far from pleased at what he heard and 
one day in the summer of 1941 he was so 
incensed that he rushed from the studio, 
button-holed an N.B.C. executive, poured 
into his ear a bitter complaint that his 
orchestra had been ruined, and then retired 
home, sending word later that he would 
never conduct the orehestra again. It was 
more than just another of the legendary 
Toscanini tempers ; he meant business this 
time, refused all N.B.C. attempts to make 
him change his mind, and conducted none 
of the 1941-42 concerts. But in the spring 
of 1942 friends persuaded him to conduct 
the N.B.C. orchestra once more for five 
special public charity concerts and the 
following autumn he agreed to resume his 
position as chief conductor. 

In the summer of 1950 Studio 8H was 
reconstructed for television use and from 
then on the important winter concerts were 
given at Carnegie Hall, before the usual 
invited audiences, and the off-season 
concerts elsewhere. 

Toscanini’s N.B.C. programmes were for 
the most part confined to standard favourites 
—and, indeed, largely to his own personal 
favourites. Beethoven, Brahms, Mozart, 
and Wagner, with a few Italian composers, 
predominated and, to a much lesser extent, 
Debussy and Ravel. Contemporary music 
was almost entirely neglected and it must be 
admitted that when Toscanini did, on rare 
occasions, include a modern piece it was, 
more likely than not, quite unrepresentative 
of the best of contemporary writing. It was 
left to the other eminent conductors who 
from year to year shared the direction of the 
winter concerts to introduce new music of 
quality. 

The final concert of the 1953-54 series, on 
April 4th, was Toscanini’s farewell. He had 
kept his intention to resign a close secret ; 
although there had been rumours—and his 
obviously failing strength lent point to 
them—neither orchestra nor audience knew 
that it was the maestro’s last N.B.C. concert. 
It was a typical gesture of a man who dis- 
liked effusive public ovations; he was 
determined that his last concert should not 
be made an occasion for a demonstration 
that would have embarassed him. 

Without Toscanini the N.B.C. believed 
that it would be unable to secure adequate 
commercial sponsorship for the orchestra’s 
procrammes and it decided to disband the 
N.B.©. Symphony Orchestra at the end of 
the spring series and to engage other existing 
orch:stras for any future symphonic broad- 
cast. The orchestra gave its final concert 
for te N.B.C. on May 23rd, 1954, but its 


merers soon made it clear that they were 
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unwilling to allow it to die. ‘They proceeded 
to put it on an independent, self-governing 
basis with its own organisation— Symphony 
Foundation of America—to manage its 
affairs and a new name—Symphony of the 
Air. One of its first actions was to make a 
special LP recording, without a conductor, 
of Berlioz’s Carnival Romain Ove:ture, 
excerpts from the Casse Noisetle Suite, and 
Glinka’s Russlan and Ludmilla Overture for 
distribution to those members of the public 
willing to subscribe $10 or more to the 
orchestra’s funds. With more than ninety 
per cent of the lormer N.B.C. Symphony 
Orchest-a’s players it has since been heard 
at numerous concerts at Carnegie Hall and 
elsewhere, and in the early summer of 1955 
made an extensive and successful Far 
Eastern tour. 

One of Toscanini’s outstanding character- 
istics was his relentless insistence upon 
perfection of playing and precise attention 
to every relevant detail of a score. He 
demanded that every note should be given 
its just value and that every strand of the 
orchestral pattern should be clearly dis- 
cernible. Under the urge of his passionate 
and fanatical pursuit of these aims the 
N.B.C. Symphony Orchestra became an 
unusually perfect ensemble, as is evident 
from its recordings. It is regrettable that 
much of its work for the gramophone, 
particularly in its earlier days, when 
Toscanini was younger, was done in 
Studio 8H, which, however suitable it may 
have been for broadcasting, was not a good 
recording studio ; most of its later record- 
ings were made in Carnegie Hall and were, 
technically, much better. More recently 
the orchestra has been recorded in the 
Manhattan Centre, New York, by D.G.G. 





REVIEWERS’ COMMENTS 


A.R. writes: 


One of our readers kindly sent me a 
postcard to say that his miniature orchestral 
score of Der Rosenkavalier has an E natural 
on the third note of the triplet on the last 
beat of the second bar after cue number 31 
in the scene of the Presentation of the Silver Rose, 
whereas my vocal score shows E flat. The 
change is startling: and I played over the 
old H.M.V. disc and also the Decca only 
to find that, in each case, the trumpeter 
played E flat (the part is written for an 
E flat trumpet transposing a minor third 
higher, hence the nqte would appear either 
as C sharp or C natural). Sophie sings 
the same phrase thirteen bars later (in the 
key of D flat), the vocal and miniature 
scores showing D natural, and this is 
sung by Elisabeth Schumann and Elisabeth 
Schwarzkopf (in the 78 disc with Seefried) 
but not by Hilde Gueden (Decca) or, very 
surprisingly in the circumstances, by Teresa 
Stich Randall (Columbia). 

Puzzled by all this, I sought the expert 
opinion of Norman del Mar, who has 
contributed a most revealing article, entitled 
Confusion and Error, to the current number of 
the quarterly magazine Score about all this 
kind of thing. He tells me that though the 
miniature score gives, in terms of actual 
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sound, E natural, the vocal and full orches- 
tral scores agree tm giving the sound of E flat 
for the trumpet. The miniature score 
(recently reprmted by Boosey & Hawkes) 
cites Clemens Krauss, who, as Mr. del Mar 
says, ought to have known—he was closely 
in touch with Strauss—as textual authority. 
** Yet,” he contimues, “‘ the text is not 
entirely reliable,” and he gives an instance 
of this in Act 1. He himself—and Rudolf 
Schwarz said the same thing to me—always 
gives the trumpet the E flat. 

As Robert Walton, the principal trumpet 
player of the Philharmonia Orchestra, was 
taken to task for making a mistake in a 
review of the recording in a broadcast of 
Music Magazine and by implication in my 
review, it is only fair to say that Karajan 
insisted on the E natural in face, I have 
since heard, of opposition from the orchestra. 

This is'a matter that will interest only a 
small proportion of our readers, but it 
seemed to me that it should be dealt with, 
if only in justice to Mr. Walton, to whom 
my sincere apologies. 


* * * * 


D.S., who has recently returned from a 12,000- 
mile tour of Canada and America, writes: 
Music pursues the modern traveller in 
hitherto unheard-of ways. Aboard Western 
Pacific’s magnificently streamlined California 
Kephyr (San Francisco to Denver) I noticed 
a vertically aligned tape machine, spinning 
away merrily, in a corner of one of the 
coaches. Later, on turning a switch in my 
roomette, I heard music emanating from a 
concealed loudspeaker in the roof. Appar- 
ently tapes are used also for the excellent 
concerts of classical music to be heard every 
afternoon in the main lounge of the Queen 
Mary, in which I travelled back to England. 
Wherever I went, I was especially happy to 
meet friends and readers of THE GrRAmo- 
PHONE, and to learn something of their views 
on the choosing and collecting of records. 
In those enlightened countries where 
musical culture is not highly taxed, collecting 
is a form of saving rather than sacrifice, 
I spent some time at the Audio Fair in New 
York, and found it intriguing in a mad kind 
of way: about 200 rooms and miles of 
corridor bulging with hi-fi fans. Advanced 
as some of the equipment was, the demon- 
strations seemed, in many cases, quite 
puerile and ill calculated to show off the 
excellence of amplifiers and speakers. : 





Dr. Fred Hamel 


We deeply regret to announce the death 
of Dr. Fred Hamel, Director of the D.G.G. 
Archive series, on. December 9th, 1957. 
Hamel, who was born in Paris in 1903 of 
partly British parentage, settled in Berlin 
whilst still young and eventually studied 
chemistry and music. He was for some 
time a music critic, but later turned to 
research. His association with D.G.G. 
dates from 1948, and the building up of 
the Archive series owed much to his taste 
and vision. He was a man of quiet charm 
with a sincere belief in his vast project, and 
his influence as well as his personality will 
be sorely missed in’ the world of recording. 
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By 
ROGER FISKE . 
MALCOLM MACDONALD . 
ALEC ROBERTSON ; 





ORCHESTRAL 


ADAM. Si j’étais Roi: Overture. 

AUBER. La Muette de Portici: Over- 
ture. Bamberg Symphony Orch- 
estra conducted by Fritz Lehmann. 
D.G.G. EPL30146 (7 in., 16s. 84d.). 


The performances are solidly agreeable, 
rather than sparkling; and the cheerful 
Adam, at least, could easily have sparkled. 
The other, perhaps, only with more 
difficulty—flowering from comic opera into 
a serious patriotic subject (just a year before 
Rossini did the same with William Tell). 


TREVOR HARVEY . 
JEREMY NOBLE . 
LIONEL SALTER . 


FIRST REVIEWS 


PHILIP HOPE-WALLACE 
ANDREW PORTER 
DENIS STEVENS 


Auber did not quite manage a dramatic 
overture, limiting his seriousness somewhat 
inadequately to the choice of a minor key. 
La Muette de Portici, however, has had one 
stroke of good fortune in being known in 
English as Masaniello—both The Dumb Girl 
of Portici and The Mute of Portict would have 
had their drawbacks. 

If sparkle is only mildly missing from the 
performances, it is much more seriously 
missing from the recordings. These are so 
far from D.G.G.’s best as to be at times 
almost fuzzy. M.M. 


BERLIOZ. Romeoand Juliet : Dramatic 
Symphony, Op. 17—excerpts. Berlin 
Philharmonic Orchestra conducted 
by Lorin Maazel. D.G.G. DGM1838! 
(12in., 41s. 9d.). 


Lorin Maazel is a twenty-seven-year-old 
conductor with an extremely cosmopolitan 
background. “‘ He was born [1 quote the 
record-sleeve] in Paris of Dutch and 
Russo-Hungarian descent. He was educ:ted 
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| rt 
The truth, the whole truth, and nothing but the truth. | 
This was the aim of the engineers who designed the Pye 
Mozart Lowboy. The Mozart amplifier is the result of 
many years of research and it is as perfect as modern 
science and craftsmanship can make it. Smooth highly 


flexible controls, including ‘Dialomatic’ pickup | 
compensation, allow the sound to be adjusted exactly 
to every listener’s taste. The Lowboy cabinet is | 
finished in walnut veneers and provides space for | 
any type of transcription turntable. | PRICE 32 GNS 
| 
| 


Matching legs 
2 gns. extra 


The Mozart amplifier is also available in chassis form 
or in a metal case. See your Pye Dealer today. 


































MOZART AMPLIFIER 
chassis only—22 gns. 
MOZART AMPLIFIER 
in metal case—23}4 gns. 
























The employment of 
hand-picked craftsmen, 
specialists in intricate wiring 
and assembly, maintains the 
exacting specifications of Pye 
high fidelity equipmen¢. 
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The microgroove of the ether 











What the microgroove record did for record 
reproduction, VHF broadcasting and the RCA 
tuner do for radio reception. 


The discriminating music lover can now receive 
live broadcasts completely free from interference 
and background noise and of true High Fidelity 
guality. The RCA tuner with its precision 
tuning and automatic Frequency control un- 
locks a vast storehouse of quality listening on 
the VHF waveband. 


£24.3.0 plus £9.8.4 PLT. 


* Precision Tuning. The new RCA Electron Ray Tuning 


* 


Indicator makes tuning simplicity itself. 


High Fidelity. Wide range response within 1 db from 
30-15,000 cps. for true High Fidelity reproduction worthy 
of the finest amplifier and speaker. 


* No Matching Problems. Adjustable output level to your 


amplifier. 


Automatic Frequency Control. Holds the station perma- 
nently in tune. 


Power Requirements. 230-395 volts, DC, 40 milliamps, 
H.T. supply. 63 volts 2°25 amps heater supply (avail- 
able from RCA New Orthophonic High Fidelity 
Amplifier and most other quality amplifiers). 


RCA PLUG-IN MATCHED COMPONENTS FOR RECORD, RADIO AND TAPE REPRODUCTION 








PRE-AMPLIFIER 


TRANSCRIPTION 
DECK £16.10.0 


£22.6.0 plus £8.14.0. P.T. 








MAIN LOUD SPEAKER 
AMPLIFIER SYSTEM 
£24.10.0 £56.11.0 











Send for fully illustrated literature. 


RCA GREAT BRITAIN LTD., Lincoln Way, Sunbury-on-Thames, Middx. Sunbury-on-Thames 310i 


(An associate Company of Radio Corporation of America) 
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the whole world seems a melody ” 





Love Songs old and new, soft and dreamy, 
sweet and sentimental or in fast exotic 
rhythm—you’'ll find them all at The Keith 
Prowse Bond Street Music Salon and 
Branches. Every type, size and speed of 
record—over a quarter ofa million of them— 
from which to choose. . Complete list of 
new issues—free on request. 
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Do you know the recipe for successful 
: ' Record Buying ? 





RECIPE 
Ingredients : Everyone needs to know the right recipe for record buying. With records 

1 copy of “The Art of Record Buying” the price that they are, mistakes are too costly to take chances. 

1 copy of ** The Monthly Letter” . ; 

A handful of helpful E.M.G. Service. E.M.G. has anes = problem already to the seen of thousands of record 
Take the copy of ‘* The Art of Record Buying ” buyers. The recipe is clear for all to see on the left of this advertisement. The 
yor = pe Ne A ma pany og ly ingredients are cheap enough. “ The Art ”’ costs 6/- post free, and ‘“*‘ The Monthly 
the work, and, by a clever system of keying, will Letter” only 10/- per annum, post free (for 12 issues). 
show you the recording most suitable for your 
equipment. A cross reference will immediately The E.M.G. Service ? Well, we let you have this for nothing, and very good 
tell you the appropriate Monthly Letter in which rane : . 
the record is reviewed, and this will then give you service it is, whether you come into the shop yourself or simply order by post. 


any more information you may require. Finally, 
go to E.M.G. and seek the helpful advice of their 
expert staff and listen to the record in one of their 
sound proof audition rooms. 


Those living out of town need not use the last 
ingredient as they can with confidence order by post. BK e M e ¢; HANDMADE GRAMOPHONES LTD 
6 NEWMAN STREET, LONDON, W.! MUSeum 397! 


Get these ingredients into your record larder today. 
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in Pittsburgh, U.S.A., and at present lives 
in Rome.” His first appearance as a con- 
ductor was at the age of nine, but later (at 
fifteen) he began to give violin recitals, and 
soon after joining the Pittsburgh Symphony 
Orchestra—familiar in Great Britain from 


records issued by Capitol—he became its . 


leader. His conducting has apparently won 
golden opinions in the United States, South 
America and the continent of Europe, 
and D.G.G. have given him an exclusive 
contract. It sounds as though perhaps 
someone should invite him to visit England. 


This record, Maazel’s first to be released 
in this country, goes some way to confirm 
the claims made by his publicity. It contains 
exactly the same music as the Mitropoulos 
record which I reviewed last month, with 
the exception of the Introduction to the 
whole work. Unfortunately the movements 
are arranged out of the order in which they 
occur in Berlioz’s “‘ dramatic symphony ” ; 
on one side we get Romeo alone and the 
feast at the Capulets’ followed by Queen 
Mab, and on the other the love scene is 
followed by Romeo at the Tomb. This has 
been done, evidently, to even up the 
recording-time on each side of the disc, but 
it destroys Berlioz’s intentions even more 
completely than the Mitropoulos selection 
did. Here the orchestral sections of the 
work are completely divorced from their 
dramatic context, and with the best will in 
the world I feel I must mark that down as 
a fault. But anyone willing to disregard the 
violence done to Berlioz’s conception will 
find a great deal to admire in this record. 
Maazel shapes and phrases the music with 
great care and (on the whole) authority. 
He is able to set and hold a really slow 
tempo, which is something that surprisingly 
few conductors can manage, and to my 
mind he is much more at home with 
Berlioz’s sinuously sensuous melodies than 
is Mitropoulos. 


The recording is also very good, although 
for some reason the horn-calls towards the 
end of the Queen Mab scherzo are hope- 
lessly fuzzy and indistinct—I suspect both 
conductor and recording to be at fault at 
this point. Apart from this my only really 
serious complaint is the tempo adopted by 
Maazel for the grande féte. ‘This is, and I 
Say it quite dogmatically, too fast. Berlioz 
marks it at minim 108, which is pretty fast 
on any reckoning, but Maazel takes it at 
something like minim 126. The Berlin 
Orchestra do their best for him, and a good 
best it is, but even so the music sounds 
scrambled and messy. This is the only 
Serious weakness on the entire disc, for 
Maazel manages to convey the hysteria of 
Romeo at the tomb without losing control. 
I very much hope that it does not indicate 
a sireak of mere showmanship, for on the 
evi'ence of the rest of the record he is an 
exceptionally gifted musician. Let us hope 
tha: this is simply a miscalculation of the 
moment, because we have few enough 
con tuctors able to do justice to this great 
mu-ic. I look forward with keen antici- 
pat on to hearing more of Maazel’s records, 
an: am only sorry that I have to qualify my 
rev.ew of this first one with a complaint, 
ho. ever unimportant. j.N 
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BEETHOVEN. Symphony No. 3 in 
E flat major, Op. 55, “ Eroica”’. 
Cleveland Orchestra conducted by 
George Szell. Fontana CFLI1001 
(12 in., 41s. 9d.). 
N.B.C., Toscanini 
Philh., Karajan 
V.P.O., Furtwaengler 
V.P.M., Horenstein 
V. Op., ” Scherchen 
Berlin P.O., Kempen 
N.Y. Stadium S.0., Bernstein 


Philh., Klemperer (7/56) 383CX1346 
Concertgebouw, Klei 


(4/81) (11/56) ay =e 
Chicago S.O., Rein (7/57) RB16001 
Sym. of Air, a (9/57) DGM18350 


This is in every way a very impressive 
Froica indeed: in Szell’s direction, in the 
orchestra’s playing and in Fontana’s record- 
ing which is not only of good tonal quality 
but is honest in the sense that woodwind 
balance and so on are “ concert hall ” and 
not faked studio. 

Szell takes a brisk view of the first move- 
ment, like Toscanini and Kleiber (but 
nowhere exceeds all reasonable speed limits 
as Reiner does). Klemperer, in his tremen- 
dous performance, takes a far broader tempo 
which might be criticised as allegro but 
scarcely con brio: yet what he makes of it is 
undeniably something more overwhelmingly 
powerful than any of the others achieve. 
But should you prefer the quicker speed, 
then Szell is your man, for the sound of this 
record is of course far better than that of its 
rivals in interpretation, the early Toscanini 
and Kleiber (even in Decca’s retransfer of 
the latter). 

All the rest of the symphony I enjoyed 
greatly: a Marcia Funebre in which the 
playing of the last pages really touches the 
depths of human feeling, a lively Scherzo 
with very good horns in the Trio, and a 
well-judged finale. 

I cannot avoid saying that I still think 
that Klemperer has given us one of those 
performances that we can only hope for 
once or twice in a lifetime. But if for some 
reason you don’t agree, then I think that, 
considering both performance and record- 
ing, I would choose this new Fontana before 
all the other ten. s T.H 


(10/52) ALP1008 


BIZET. L’Arlésienne: 
and 2. 

GRIEG. Peer Gynt: Suite No. 1, Op. 46; 
Suite No. 2, Op. 55. Philadelphia 
Orchestra conducted by Eugene 
Ormandy. Philips ABL3171 (12 in., 
41s. 9d.). 

To get all these Suites on one disc is 
obviously economical, but all come up 
against competition from Beecham’s recent 
recordings, and even though these latter 
cost more, they are without doubt worth it. 
Beecham’s record of the Bizet Suites does 
also contain the same composer’s Overture 
Patrie, while his Peer Gynt music adds two 
numbers not in the orchestral suites—as well 
as soloist and chorus in the pieces which 
were originally intended to have them. 

Ormandy’s Ist L’Arlésienne Suite is his 
least successful bit of conducting. He is 
almost ruthlessly brisk and businesslike and 
not much else. The saxophone playing of 
that lovely tune in the Prelude is mechanical, 
the Minuet is shot quickly through, and the 


Suites Nos. 1 


bells in Carillon ring out with relentless . 
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insistence. The 2nd Suite fares better, for 
it is more easy-going, except for the 
Farandole which is very fast indeed— 
effectively so, I thought, until I heard the 
march tune returning and then I changed 
my mind. Beecham, with his enormous 
sense of style, is just plain better throughout. 

The Grieg Suites are much more success- 
ful, with a movingly played Aase’s Death 
and most effective versions of the lively 
pieces, though again, in Morning Ormandy 
quite fails to equal Beecham’s evocation of 
the early summer scene. 

The recording is generally good, except 
that there is a lack of bassoon in the ’cello 
variation of Bizet’s Prelude. There are no 
scrolls between pieces, only one between 
each pair of suites—everybody will at some 
time or other want to play the piece of his 
choice and not necessarily a whole suite. 

There is much that is brilliantly played 
and effective on this disc, and if money is 
a prime consideration it may give adequate 
pleasure. But there is no doubt that the 
lover of real style and of beauty in orchestral 
playing should go for Beecham, especially 
in the Bizet. T.H. 


BIZET. Symphony in C major. Jeux 
d’enfants. London Sympheny 
Orchestra conducted by Emanuel 
Young. Parlophone PMC1045 (12 in., 
35s. 10d.). 


Symphony inC: 


French Nat. Radio (9/54) 33CX1173 
Stokowski S.O. 


(11/54) ALP1181 
Suisse, Ansermet 


(5/55) LX3128, (7/55) LXT5030 or (R)LXT5380 
Bamberg S.O., Lehmann (2/57) DGM18324 


Jeux d’ enfants : 
Paris Cons. , Lindenberg (11/54) LX T2860 
(5/55) PMC1020 


Covent Gdn., Braithwaite 

This is a spirited and well played per- 
formance of the symphony, though not one 
of outstanding style nor (in the slow move- 
ment’s opening, for instance) of great 
imagination. A little less speed and gusto 
in the first movement would give oppor- 
tunity for point and charm, for such things 
as a real diminuendo to pianissimo. On the 
other hand Emanuel Young handles the 
long string melody in the slow movement 
very well indeed and the oboe playing (I 
suppose by Roger Lord and his partner) is 
really beautiful. Another asset is the great 
clarity of texture throughout, helped by 
admirable recording. I would sum it up as 
a lively and good performance which still is 
not an ideal one. But neither are any of 
the others already recorded, and perhaps we 
must hope that Beecham will do it one day. 
Cluytens shows imagination but suffers 
from a poor recording, especially of the 
first movement. Ansermet’s recording makes 
the strings sound abominable. Stokowski’s 
performance is often unattractive. There 
remains Lehmann, another straightforward 
performance like Young’ s, which I enjoyed 
rather more on hearing it again, and the 
choice seems to be between these two. 
I would go for this new Parlophone, for it is 
completed by an attractive performance of 
the delightful Feux d’Enfants suite. But what 
a pity that Parlophone did not put the 
symphony complete on to one side, as all 
the others, except Columbia, do. Lehmann’s 
version does have the advantage there. (Its 
reverse contains two of Grieg’s Symphonic 
Dances.) 


~ 








356 


BLOCH. Schelomo—Hebrew Rhap- 
“  sody. 
TCHAIKOVSKY. #£Variations on a 


Rococo Theme, Op. 33. André 
Navarra (’cello), London Symphony 
Orchestra conducted by Richard 


Austin. Parlophone PMC1046 
(12 in., 35s. 10d.). 
Schelomo : 
Nelsova, L.P.O., Bloch (11/50) LX2016 
Nelsova, L.P.O., Ansermet (8/55) LX T5062 
Rococo Variations : 
Gendron, Suisse, Ansermet (3/54) LXT2895 


Tortelier, Philh., Menges (9/56) ALP1336 
Fournier, Philh., Sargent (2/57) 383CX1407 
Cassado, V.P.M., Perlea (4/57) PL9360 

Schelomo is given a beautiful performance. 
But it is among the most intense music ever 
written, exploiting further than anything 
else in the repertory the particularly 
passionate variety of nostalgia appropriate 
to the ’cello; and not quite all of the 
intensity is realised here. Navarra is not, 
I think, unwilling to seek it ; but there is 
a quality of refinement in the orchestral 
playing—welcome enough, goodness knows, 
if the music had been Mendelssohn !—that 
allows Bloch’s messianic prophecies only a 
slightly censored utterance. 

The refinement does not always quite 
extend to a perfect unanimity of ensemble ; 
Austin seems to have had difficulty from 
time to time with chording. The recording, 
though, is very good, suffering only from 
one or two defects of balance—an important 
timpani solo is scarcely audible; and 
surely the double-bassoon should have been 
more nearly an equal partner with the solo 
*cello at the close of the work ? 

One small textual point calls for comment. 
Navarra misreads a quarter-tone passage ; 
understandably enough, for Bloch’s notation 
of it is virtually unintelligible. Faced with 
aC sharp in normal stave notation, and a 
written instruction “ + } del tuono”, 
Navarra plays D semi-flat ; so, other things 
being equal, I think would I. But other 
things are not equal, for D semi-flat does 
not in the context make musical sense, and 
C semi-sharp does. The uncertainty may 
be resolved by reference to the record of the 
piece conducted by Bloch himself, on which 
he declares C semi-sharp to be the required 
note. This Navarra could, and I suggest 
should, have found out before making a 
permanent recording of a masterpiece of 
this order. Flatly ignoring a score has long 
been recognised as an undertaking requiring 
some strong justification ; flatly ignoring a 
cemposer-conducted recording requires, I 
think no less. The principle, of course, is 
substantially more important than the one 
note involved in this particular instance. 

The Tchaikovsky, needless to say, is plain 
sailing, involving no quarter-tones (at least, 
not with Navarra!). Here again there is 
substantial beauty in the performance, both 
solo and orchestral, and a _ formidable 
technique indeed allows many of the 
variations to be taken rather faster than is 
usual. This is not always to the music’s 
advantage; and a slight acidity in the 
soloist’s tone, very well in place in the Bloch, 
seems rather less suitable in the Tchaikovsky. 

Although this Tchaikovsky, like the Bloch, 
is well recorded, yet in general it is perhaps 
not quite the equal of the best of its pre- 
decessors. The Tortelier and Fournier 
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versions are both first-class, and offer a 
choice of couplings; the Saint-Saéns A 
minor Concerto and Fauré’ Elégie with 
Tortelier, and a very good version indeed 
of the Schumann Concerto with Fournier. 
Cassado’s Tchaikovsky, too, is very good ; 
and this fills up an excellent version of the 
Dvorak Concerto. 

In the case of Schelomo, Zara Nelsova’s 
recording with Ansermet, backed with 
Bloch’s Voice in the Wiailderness (another 
intensely moving work) forms no less than 
a marvellous disc. The earlier recording 
with Bloch himself pales in comparison ; 
yet it has, of course, a special authenticity 
of inestimable value. But I don’t wish to 


labour the point again ! M.M. 

BOCCHERINI. °*Cello Concerto in 
B flat major. 

HAYDN. °*Cello Concerto in D major, 


Op. 101. Amadeo _ Baldovino 
(cello), Pro Arte Orchestra con- 
ducted by Fernando Previtali. 
H.M.V. ALP1541 (12 in., 41s. 84d.). 


Coupled as above : 
Fournier, S.C.O., Muenchinger (12/54) LXT2968 
Boccherini Concerto : 


Hoelscher, Berlin P.O., Matzerath 


(12/57) DGM19089 
Haydn Concerto : 


Mainardi, Berlin P.O., Lehmann 
(9/56) DGM18222 
Bengtsson, Danish Radio, Woldike 
(11/57) ALP1501 
Baldovino has a full, sure, warm tone, and 
is a lyrical interpreter; and he is well 
balanced against the orchestra. Purely as 
sound, the new disc is superior to the similar 
coupling on Decca, in which Fournier 
(especially in the Boccherini concerto) is 
brought forward so much as to impart an 
occasional harshness to his tone, while the 
general sound is less comfortable. Baldo- 
vino’s free, romantic way with the Boccherini 
is most attractive, and if this concerto is your 
prime consideration, you will probably 
prefer the H.M.V. disc. But in the Haydn 
work freedom becomes sluggishness, lack of 
impulse ; here it is Fournier and Miin- 
chinger who keep one’s mind on the 
music. A.P. 


BRAHMS. Symphony No. 1 in C minor, 
Philharmonia Orchestra 
conducted by Otto Klemper 


er. 
Columbia 33CX1504 (12 in., 41s. 84d.). 


yar. Beinum (6/52) (R)LXT5366 
N.B.C. S.0., Toscanini (11/52) ALP1012 

Berlin P.O., Keilberth 

Philh., Karajan 


V. Op., Scherchen (6/54) WLP5189 
Philh., Cantelli (7/54) ALP1152 
Los Angeles P.O., Wallenstein (1/55) AXTL1064 
N.Y. S.O., Walter ) ABR4037 


Berlin P. O., E. Jochum (6/55) DGM18182 


P.P.O., Boult (6/66) NCL16000 
V.P.O., Krips (7/57) LX T5292 
Pittsburgh S.O., eeamons (11/57) P8340 
Boston S.O., Mun (11/57) RB16024 


Symphony of ne Air, Markevitch 

(12/57) DGM18364 

This must be the most monumental per- 
formance of the symphony yet recorded. 
At the start the violins soar wonderfully 
over a very ominous drum-beat—Toscanini 
seems at least twice as fast: the allegro is 
slowish and powerful where Toscanini is 
fiery. The andante sostenuto of the slow move- 
ment often feels more like an adagio, the 
Scherzo has grace, but what a grave grace. 
The introduction to the finale is truly 
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tremendous, but the brio of the well-knowr. 
main tune of this movement is a solemn bri: 
(if you can have such a thing). It i 
undoubtedly a very great performance of its 
kind, but it will not be to everyone’s liking. 

The playing of the Philharmonia is 
wonderful, the detail marvellously clear. 
(Klemperer has that ability which Toscanini 
also had of revealing all sorts of touches in 
a score that one hadn’t realised have such 
significance. Whatever you may think 
of any performance of his, you always learn 
something new about the music from him). 
If you accept this reading, then there are 
only two minor points at which to cavil. 
The first bars of the opening allegra are 
unsteady and lead one to expect, indeed, a 
faster speed that eventuates: and the 
exaggerated separation of the string chords 
round about bar 150 in the same movement 
—and similarly later on—is surely tiresome. 

I have compared Klemperer and Tosca- 
nini, yet no two could be much more 
different. Both are great, but where 
Klemperer’s whole conception is sheerly 
powerful, Toscanini’s is enormously spirited. 
As to the others, I more and more appreciate 
Boult’s very convincing and fine performance 
(with a bonus in the Tragic Overture thrown 
in). 

And mentioning the others, I must refer 


to my last review of this symphony (Dec- 


ember) when I was somehow made to 
recommend a version by Kubelik—which 
may have struck some readers as odd, for 
he has not recorded the work! The Decca/ 
Vienna Philharmonic record is conducted 
by Krips and as through an oversight I 
hadn’t then heard this version, I feel I 
ought to mention it specially now. It is a 
good, sound performance, without any tire- 
some affections and I enjoyed it: but it 
isn’t great in the sense that Toscanini’s or 
Klemperer’s versions are great. Boult comes 
nearer to that and is a happy mean between 
the two extremes. 

The new recording, by the way, is good, 
though you will have to compensate for 
rather shril violins when they are playing 
high and loudly. T.H. 


BRAHMS. Violin Concerto in D major, 
Op. 77. Leonid Kogan (violin), 
Paris Conservatoire Orchestra 
conducted by Charles Bruck. 
Columbia 33C-X1506 (12 in., 41s. 84d.). 


Renardy, Concertgebouw, Munch (7/51) LXT2566 
de Vito, Philh., Schwarz 3/54) ALP1104 


Ferras, V.P. O., Schuricht (8/54) LXT2949 
Martzy, Philh., Kletzki (10/54) 33CX1165 
Stern, , Beecham 1/55) ABL3023 


Haendel, L.S.O., Celibidache (2/55) CLP1032 


Oistrakh, Dresden Staatskapelle, cones 
55) DGM18199 
Heifetz, Chicago S.O., Reiner “(3/56) ALP1334 


Schneiderhan, Berlin P.O., Kempe 

6/57) DGM18132 

Kogan gives a clean, accomplished per- 
formance of the concerto, though not one 
distinguished any great imaginative insight 
(except, perhaps, in the closing pages of 
the first movement, where he shows a real 
sense of poetry). The orchestral contribu- 
tion is pretty undistinguished, and the 
French wind gives an almost unstable start 
to the slow movement, and so the record is 
not really to be classed among the leaders 
in this field. 
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BRITTEN. The Young Person’s Guide 
to the Orchestra. 


PROKOFIEV. Peter and the Wolf, 
Op. 67.* Philadelphia Orchestra 
conducted by Eugene Ormandy. 
*With Cyril Ritchard (narrator). 


Philips ABL3193 (12 in., 41s. 9d.). 


Young Person’s Guide : 
Concertgebouw, Beinum (3/54) LX T2886 
(3/55) 383CX1175 


Philh., Markevitch 
Minneapolis S.O., Dorati (11/57) MRL2533 
Peter and the Wolf : 
L.P.O., Malko, Phillips (11/50) LX3003 
Philh., "Markevitch, Pickles (10/62) DLP1001 

A nice ‘coupling and possibly the answer 
to several outstanding junior record tokens. 
For the first time we here get Peter and the 
Wolf all on one side, without a distracting 
turn-over. but whether this performance is 
actually better, except in its vividness of 
sound than the Philharmonia one, with 
Pickles as narrator, I beg to doubt. The 
recording is wonderfully fresh but that is 
not quite everything in such a piece ; and 
I feel (it is only a subjective reaction) a 
certain offhandedness and lack of natural 
affection in the way the tale is presented. 
Of course the intention may have been to 
avoid at all costs the too coy, cosy and 
intimate manner—which can grow oppress- 
ive at several rehearings. Cyril Ritchard 
does not-exaggerate but he does not, on the 
other hand, quite avoid sounding in the 
faintest degree bored and patronising. 

On the reverse, the Young Person’s Guide 
is played “‘ straight ’’-—that is to say without 
commentary or preliminary explanation, 
simply as the highly enjoyable and beautiful 
“Purcell Theme, with variations and 
fugue ”’, which it is. Again the sound of the 
orchestra is very pleasingly captured, with 
fidelity, but there will still be those who 
prefer the old Decca disc as warmer, more 
exciting. Such comparative remarks are 
made for the benefit of those possessing 
either or both of these pieces already, that 
they do not too lightly discard them. To 
those coming fresh to the problem of 
whether to increase (say) a school collection 
by buying such a disc, this new coupling 
can be recommended without stint. 

P.H.-W. 


BRUCKNER. Symphony No. 4 in 
E flat major, “ Romantic ” (original 
version). Bavarian Radio Symphony 
Orchestra conducted by Eugen 
jJochum. D.G.G. DGM19057-8 


(two 12 in., 83s. 6d.). 
Original version: 
-S.0., Klemperer 


Bn ne (7/54) PL6930 
Netherlands Radio P.O., 


mpen 
et 54) LGX66026-7 


(9/55) 383CX1274-5 
V.P.O., Knappertsbusch (9/55) LXT5065-6 
Pittsburgh S.O., Steinberg (10/57) P8352 


Who would have thought that six 
versions of a Bruckner symphony would one 
day be competing for our attention ? The 
latest is an expansive reading, broadly con- 
ceived, filled with affection and under- 
standing. Jochum’s hushed, dramatic 
pianissimos, tender, lyrical solo entries and 
slow-mounting crescendos often bring Furt- 
wangler to mind. The performance spreads 
itself luxuriously over four complete sides ; 
the timings of the movements are (roughly) 
17:, 17, 104 and 204 minutes. It should 
have been possible to get the slow movement 
and the Scherzo on to a single side ;_ but 


Revised version: 
Philh., Matacic 
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since fill-ups are so often merely fill-ups, not 
particularly wanted for their own sakes, the 
basic price of the symphony would remain 
the same; and D.G.G. are evidently not 
yet prepared to give us a 35-minute side. 

** Original Version ”’, in this case, means 
the “ 1936 Original Version” by Robert 
Haas, the grey, not the light blue, score of 
the Brucknerverlag (available here from 
Hinrichsen), which combines the first three 
movements of Version II (1878) with the 
1880 finale. In one place Dr. Jochum seems 
to depart from this, in the opening section 
of the Trio, where flutes and oboes reverse 
parts (as in the Loewe-Schalk recension). 
The rustic oboe tone, doubling the clarinets 
in the melody, can be heard in the Klem- 
perer performance, and seems to me more 
suitable. Those who feel -Klemperer’s 
reading too tight-drawn, not expansive 
enough, should be willing to pay twice as 
much for the new  version—which is 
beautifully recorded, spacious in sound, 
with every part clear, but no exaggeration 
of timbres. A.P. 


DEBUSSY. Images pour Orchestre. 
L’Orchestre de la Suisse Romande 
conducted by Ataulfo Argenta. 


Decca LXT5348 (12 in., 39s. 11 $d.). 
Suisse, Ansermet (12/50) LX T2524 
Concertgebouw, Beinum (7/55) ABR4032 


It is strange to meet the Suisse Romande 
orchestra not under Ansermet (especially in 
this work which he has already recorded for 
them), but the new combination with 
Argenta is a very great success, and Decca 
have kept up the marvellous standard of 
recording they almost always produce for 
Ansermet himself. Indeed, there are many 
places where my complaint is that the sound 
is too hi-fi! In Les parfums de la nuit, for 
example, I don’t want this tremendous 
clarity. Let recording experts read an 
article by the late Dr. Ernest Walker called 
The Value of the Indistinct—if any of them 
are interested, he wrote it for The Times, 
and it has been reprinted in Free Thought 
and the Musuian (O.U.P.). I want a veil of 
magical sound in much of this music—but 
the experts don’t like any sound that is 
veiled (and that is the defect of the Royal 
Festival Hall). Also, on this record there is 
never what I would call a real pianissimo 
sound, much less any effect of lointain, that 
word that occurs so often in this score. So, 
for all the brilliance, there is a great loss of 
atmospheric magic. 

However, if you really want to hear every- 
thing that is in Debussy’s score, this will be 
your choice: even the slightest reference to 
a scrap of theme, pizzicato in the double 
basses, is brought to one’s notice. Trumpets 
are certainly too forward, by the way, and 
so are the oboes in the Rondes de Printemps 
(in the first half of it, at any rate). 

Myself, I shall stick to my old Ansermet 
(newly pressed by Decca) or to the 
economical 10-incher of van Beinum, for 
all the splendours of this latest performance. 
But it is splendid, have no doubt. T.H. 
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DEBUSSY. La Mer. 
RAVEL. Daphnis and Chloé: Suite 
No. 2. Los Angeles Philharmonic 


Orchestra conducted by Erich 
Leinsdorf. Capitol P8395 (12 in., 
41s. 84d.). 
—— as abov 

N.B. C. S.O., Tescental (5/54) ALP1070 


m1/52) LXT2632 AY ~ LW5267 


Philh., Karajan 33CX1099 
C.-E., Inghelbrecht (12 3) DIL 93017 
Philh., Cantelli (3/55) ALP1228 


St. Louis $.0., Golschmann 
Detroit S.O., Paray 
Boston S.O., Munch 
Daphnis and Chloe Suites : 

Fr. Nat. Radio, Cluytens (3/54) 33CX1134 
Hague P.O., Otterloo (12/54) ABR4019 
Belg. R.O., Andre (No. 2 only) 

(6/52) LGX66001 
Philh., Markevitch (No. 2 only) 


11/54) 33CX1197 

Philh., Cantelli (No.2 only) (2/57) BLP 1089 
This record manages to combine 
sumptuous sound with sensitive performance 
(and with glorious music) in a way which 
puts it in the very first class. 

The Debussy is particularly successful. 
Leinsdorf shapes every phrase with care, 
and the players respond with poetry of a 
high order. The brass section is out- 
standing—not only is it perfectly balanced 
within itself, but the principal trumpet will 
adopt from moment to moment volume, 
tone, and style to merge into a chord. to 
dominate a tutti, or to play a romantic 
solo as the case may be; and to do this is 
to display a greater care for style in this 
music than any French brass players do 
to-day. Yet the brass are on this record 
only representative of the whole orchestra. 

In the Ravel, for example, it is initially 
perhaps the strings who call for mention. 
Can that melting moment when Daphnis 
and Chloe begin the mime of Pan and 
Syrinx ever have sounded quite so melting 
before ? Yet a few bars later it is the 
flutes who take the honours, culminating in 
an altogether ravishing bass flute solo— 
now at last we know what instrument Pan 
was really playing that day under the 
Mediterranean sun when music was born 
in a cadenza of optimism about the human 
race. 

The final dance of the Ravel might 
perhaps be considered to lack the last 
degree of impetus ; but if so, it is certainly 
only that last degree, and the fine quality 
of recording goes far towards sustaining an 
unflagging interest. Particularly good in 
the general sound is an almost perfect 
balance throughout which must have been 
the result of very much painstaking 
attention to detail. Just once something 
obtrudes too far—the pizzicato basses 
opening La Mer—but it is only just that 
once. 

The record competes directly, consider- 
ing the particular coupling, only with 
Toscanini’s H.M.V. disc. To this its 
sound is so superior that I have no hesita- 
tion in preferring it; though I should in 
fairness add that the H.M.V. is from all 
points of view among the very best of the 
Toscanini recordings, and commands a 
wide following. 

Of the many other versions of La Mer 
available I would rank with this new 
Capitol only the first-class R.C.A. of 
Munch and the Boston orchestra, who 

Cc 


(8/57) ABL3154 
(11/55) MRL2558 
(12/57) RB16039 
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couple the Debussy with Ibert’s Escales 
(thus qualifying twice over for the scintil- 
lating seascapes which drench the sleeves 
of nearly all these discs). This R.C.A. is 
a New Orthophonic High Fidelity Recording, 
the Capitol a Full Dimensional Sound of 
Incomparable High Fidelity. By contrast 
Paray’s Mercury recording ranks merely as 
a High Fidelity Olympian Living Presence. 
Yet in spite of its title it, too, sounds very 
good, and offers an alternative backing in 
coupling an acceptable La Mer with more 
Debussy, /béria and the Prélude a l’aprés- 
midi d’un faune. Golschmann’s Philips 
version, of which I now think I rather 
underestimated the quality of sound when 
first reviewing it last August (I’m sorry), 
offers Ravel’s La Valse and Valses nobles et 
sentimentales. ‘The remaining versions of 
La Mer now all sound too dated, in varying 
degrees, to be strong candidates. Yet 
Ansermet’s Decca, in its MP pressings, 
could be found a most useful single-disc 
version; and only the existence of so 
many good modern versions make it 
reasonable to overlook Karajan’s fine 
Columbia disc, with the Ravel Rapsodie 
Espagnole for backing. 

The Daphnis and Chloé theorem is a 
simpler one, for Cantelli’s ten-inch H.M.V. 
record coupling the Second Suite with the 
first two (Nuages and Fétes) of Debussy’s 
Nocturnes is of altogether outstanding 
quality, eclipsing all other versions of the 
Ravel suite save only the new Capitol ; 
and this it makes look expensive if not 
exactly inadequate. Indeed, the only 
alternative to these two that I would 
propose is not listed in the above heading 
at all: it is H.M.V. ALP1374, on which 
not merely both Daphnis and Chicé suites but 
the whole enchanting ballet is offered by 
Munch, in a first-class performance by the 
Boston Symphony Orchestra and singers to 
match. M.M. 


FALLA. Nights in the Gardens of 
Spain. 

FRANCK. Symphonic Variations for 
Piano and Orchestra. Margrit 
Weber (piano), Radio Symphony 
Orchestra of Berlin conducted by 
Ferenc Fricsay. D.G.G. DGM19098 
(12 in., 41s. 9d.). 

Nights in the Gardens of Spain: 
Rubinstein, St. Louis S.0., Golschmann 
(10/53) ALP1065 
Novaes, V.P.M., Swarowsky (11/54) PL8520 
Soriano, Madrid Chmbr. Orch., Argenta 


, _ (3/55) TW91019 
Ciccolini, Fr. Nat. Radio, Halffter 


(6/55) 33CX1221 
Curzon, N.S.O., Jorda 
(3/56) LW5216 or (11/56) LXT5165 
del Pueyo, Lamoureux, Martinon 
(10/57) SBL5213 


(12/52) CLP1002 


Symphonic Variations: 
Lympany, Philh., Susskind 
Ciccolini, Paris Cons., Cluytens 

(12/54) 38CX1190 

Badura-Skoda, L.P.S.O., Rodzinski 
(1/57) WLP20026 

Bernathova, Prague S.O., Smetacek 
(11/57) LPV202 
_Margrit Weber is a capable but very 
limited pianist: limited, not technically 
but in variety of tone and expression. She 
does not show enough variety of character 
in the Franck nor enough range of colour 
in Falla’s work. The result is inevitably 
somewhat dull. All the first part of the 


Variations rather hang fire too, and for this 
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Fricsay must be blamed as well as the 
soloist, much of it being caused by the 
deliberation with which he conducts so 
many phrases, making each “ significant ” 
but Josing the onward flow in the process. 
In Falla’s score he and his orchestra bring 
out the colour all right, but the small range 
of the piano playing prevented the whole 
thing from entrancing me, as this work 
usually does. 

The recording is good, though the soft 
’cello tune in the Variations is not as clearly 
heard as it should be (at the molto pii lento). 
This, however, may come from the soloist 
being too loud, giving far more than 
pianissimo in her efforts to be expressive. 

As to earlier recordings, I enjoyed 
Ciccolini (backed by D’Indy’s Symphony on 
a French Mountain Song) in the Franck and 
even more, the very vital Badura-Skoda 
(with Rimsky-Korsakov’s unfamiliar Con- 
certo on the reverse). The Soriano perform- 
ance of Nights in the Gardens of Spain, with 
Argenta’s equally vivid account of the 
orchestral part still seems to me to be 
supreme. (The other side contains Rodrigo’s 
Guitar Concerto). 

T.H. 


FLOTOW. Martha: Overture. Bamberg 
Symphony Orchestra. 


THOMAS. Mignon: Overture. Wiirt- 
temberg State Orchestra. Both 


conducted by Ferdinand Leitner. 
D.G.G. EPL30144 (7 in., 16s. 84d.). 

Flotow’s Martha, somewhat of a period 
piece, is yet currently attracting audiences 
to Sadler’s Wells. It is also attracting the 
attention of record companies; and one 
result of this is a ten-inch D.G.G. disc of 
excerpts, DG17007, favourably reviewed by 
P.H.-W. in our issue of last April. From 
that disc is extracted the overture (which, 
P.H.-W. observed, “‘ plugs the favourites 
which are to follow on ”’), and the Bamberg 
Symphony Orchestra’s agreeable perform- 
ance of it is now made more widely avail- 
able. 

The Wiirttemberg State Orchestra also 
give an agreeable performance of Thomas’s 
Mignon overture, perhaps even better known 
than the other ; some of the introductory 
solo passages are handled very mellifluously 
indeed. The recording is smooth and with 
enough brilliance for, I think, most repro- 
ducers; this disc should find a ready 
welcome. M.M. 


GLIERE. The Red Poppy—Ballet Suite. 

IPPOLITOV-IVANOV. Caucasian 
Sketches, Op. 10. London Philhar- 
monic Orchestra conducted by 
Anatole Fistoulari. R.C.A. RB16049 
(12 in., 39s. 114d.). 


Caucasian Sketches : 
Paris Cons., Desormiere 
Philh., Schuchter (9/54) PMC1003 
Philh., Kletzki (10/54) 33CX1167 
Los Angeles P.O., Wallenstein (11/54) AXTL1062 
N.Y.S.O., Mitropoulos 3/55) NBL5015 
_ Hollywood Bowl Orch., Slatkin (11/57) P8329 
This is, I believe, the L.P.O.’s début on 
the R.C.A. label, and a very good showing 
they make. There is not quite the virtuosity 
of the crack orchestras which have taped the 
Caucasian Sketches: the horn, for example, at 


the end of Jn a Mountain Pass, is not absolutely 


(11/51) LXT2610 
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first-rate. But there is plenty of colour anc 
glitter in this recommendable performance 
and barring an occasional hint of harshnes: 
in some climaxes, the recording is excellent 
Fistoulari conducts the picturesque musi 
with spirit. There are so many good 
Caucasian Sketches about, that buyers may 
safely be swayed by their choice in the 
matter of couplings (for highest fidelity. 
though, the Capitol is recommended). 
Gliére’s Red Poppy Suite used to be available 
on Westminster as fill-up to the Third 
Symphony (“ Ilya Murometz’’), but this 
is now deleted. I much enjoyed hearing 
the tuneful, pretty music again ; the famous 
Russian Sailors’ Dance is not the only part 
of the suite that deserves to be known. 
A.P. 


HAYDN. Symphony No. 94 in G major, 
“ Surprise ”’. 

MOZART. Serenade No. 13 in G major, 
“Eine kleine Nachtmusik’”’. 
N.W.D.R. Symphony Orchestra 
of Hamburg conducted by Hans 
Schmidt-Isserstedt. Parlophone 


PMC1044 (12 in., 35s. 10d.). 
Symphony No. 94: 
Concertgebouw, Beinum 
(6/52) LX T2686 or (1/57) LW5264 
V.P.O., Furtwaengler (11/52) ALP1011 
V. Op., Scherchen (2/54) WLP5137 
Berlin P.O., Lehmann (10/55) DG16012 
R.P.O., Beecham (10/57) NBL5037 


The Mozart Eine kleine Nachtmusik receives 
here a stylish performance ; the Hamburg 
strings play pointedly. Particularly so in the 
finale, with as immaculate a version of that 
treacherous up-beat beginning as can ever 
have been heard; this movement does, 
however, seem somewhat on the short side 
in its combination of a spirited performance 
with a rather heavy cutting of repeats. The 
minuet (unless measured with a stop-watch) 
seems less short, for the strings, elsewhere 
excellent, do sound undernourished in the 
trio’s sotto voce sections—though not more so 
than in nearly all orchestral performances. 
Would not a drop to solo strings—at least 
equally arguably Mozart’s intention for the 
whole piece—be worth trying in this trio ? 

The Haydn Surprise is, by comparison, 
less pointed, but is sound enough. ‘The 
Andante variation movement is given a 
reading at a tempo which might have 
sounded laboured if not eased by a cutting 
of repeats; and in general an effect of 
solidity is given by a slight preponderance 
in orchestral balance of string tone. 

The recording is full and clear throughout. 
making this disc a highly competitive one 
in its field. It does not, however, as far as 
the Surprise is concerned, quite displace the 
Beecham version, now available on an 
excellently recorded Philips disc with the 
Haydn 93rd Symphony in D on the reverse. 
Van Beinum, too, might be considered for 
an alternative Surprise ; his reading, dullish 
in the first movement, springs to life in the 
second, and new pressings of his Decca disc 
sound well. It has, too, the advantage of 
being available in two forms: as a twelve- 
inch LP backed by Mozart’s 33rd Symphony 
in B flat, or on its own on a ten-inch MP. 
This latter is a noticeably cheaper single- 
disc version of the symphony than Leh- 
mann’s otherwise most acceptable D.G.G. 
alternative. M.M. 
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FEBRUARY 
RELEASES 


Black Label Series (12in.) 





y 


Bed Label Series (10in.) 


MOZART 

Piano Concerto in C, K.467 
Piano Concerto in C, K.503 
Maria Tipo, piano 


Pro Musica Symphony Orchestra, Vienna 
Jonel Perlea, conductor PL 10,060 


MANFREDINI 


12 Concerti Grossi, Op. 3 
Renato Biffoli and Giuseppe Magnani, violins 





THE AMERICAN SCENE 
A Concert of American Band Music 


Band of the Welsh Guards 
Major F. L. Statham, conductor VX 1180 


LADY WITH THE LATIN AIRS 


Carmen Barros 


I Musici Virtuosi di Milano PL 242-1 with orchestral accompaniment VX 1290 
Dean Eckertsen, conductor PL 242-2 
; PAGANINI 
L Violin Concerto No. 1 in D, Op. 6 
(arranged Wilhelm)) Comment eco 
s WIENIAWSKI 
3 Violin Concerto No. 2 in D minor, Op. 22 
Ce BRAHMS 
t GLAZUNOV 7 : . - 
| Viol‘n Concerto in A minor, Op. 82 — Congas , 
; Bronislaw Gimpel, Violin Alfred Brendel and Walter Klien, piano duet 
» Siidwestfunk Orchestra, Baden-Baden PL 9640 
e Pro Musica Orchestra, Stuttgart ” . 
) Rolf Reinhardt, Hokan von Eichwald, conductors At last we have a recording of all the Brahms 
e PL 10.450 Hungarian Dances played in their original form as 
e . piano duets. How brilliantly they are played too! 
0 Both these pianists seem to be absolutely en 
’ TCHAIKOVSKY rapport. Rhythmically they are excellent, and 
t Piano Concerto No. 1 in B flat minor, Op. 23 their playing of the lyrical passages is captivating... . 
; Monique de la Bruchollerie, piano This record will give a lot of pleasure... . 
: Vienna Municipal Philharmonia Orchestra THE MONTHLY LETTER (EMG), November, 1957 
. Rudolf Moralt, conductor 
4 Violin Concerto in D, Op. 35 ** .. . music and performance are irresistible.” 
. Ivry Gitlis, violin Roger Fiske in THE GRAMOPHONE, November 1957. 
; Pro Musica Symphony Orchestra, Vienna 


> 


Heinrich Hollreiser, conductor PL 10,350 





333 rpm. 


High Fidelity 


Long Playing Microgroove Records 


Complete catalogue from your dealer or from 
VOX PRODUCTIONS (G.B.) LTD. 
23I OXFORD STREET, LONDON, W.I. 
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WAGNER 


Die Walkiire acr3 


TODESVERKUNDIGUNG FROM ACT 2 


KIRSTEN FLAGSTAD 


MARIANNE SCHECH 
SET SVANHOLM 
OTTO EDELMANN 


THE VIENNA PHILHARMONIC ORCHESTRA 
GEORG SOLTI 


DECCA : LXT 5389-90 
Complete £3- 19-11 
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.... and heeding the poignant pleading of Brunhilde Wotan relented, 
in so far that, to protect her, he surrounded by fire the rock on which 
he laid her. Who could resist the tragic impact of the anguished plea 
of Brunhilde—who, in fact, when Flagstad is Brunhilde ? Edelmann’s 
Wotan merits the highest praise. His beautiful lyrical voice so 
magnificently recorded conveys the agony of Wotan’s mind as he 
chastises his favourite daughter, and then, the tragic “‘ Leb-Wohl ” sung 
as I have never heard it before. In the excellent Decca booklet— 
given with the records—we are told that to accommodate the large 
orchestra a special extension had to be built from the footlights into 
the hall itself. The booklet contains the German text with English 
translation. A special word of praise is due to Decca’s publicity 
department for this excellent translation of the original text. The thrill 
I felt when listening.to this magnificent recording of “‘ Walkiire ” 
constitutes one of those rare moments of sheer ecstasy which defy 
description. No words of mine can do justice to this tremendous 
recording achievement of Decca. It constitutes an actual performance. 
We are at the opera. What of Solti? He is a great Wagnerian 
discovery. Every facet of this great masterpiece of Wagner is 
magnificently realised by his wonderful conducting, the light and shade, 
the drama, the power—such realism, and Flagstad in the autumn of 
her career singing better than ever. I pay my humble tribute 

to all concerned. FRED SMITH. 


RIMINGTON VAN WYCK 
42-43 Cranbourn Street WC2 Gerrard 1171 
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TELEFUNKEN 


3 sTAR LEADS AGAIN! 


icon UCTION 
PRICE x PRECISION * PROD 


The famous KL 65/KS Reduced to : 57 
| GNS. 


Complete with NEW DOUBLE EXTENDED 
PLAY TAPE (4 hours 20 minutes) at 1%. ips. 
Greater output brings better price. 











TELEFUNKEN — Pioneers in Tape 
Recording bring you the machine of 


the year for HI-FIDELITY on even 
4 |.F] the smallest spools. 


AND HERE’S NEWS IN THE 
MAKING — 4 HOURS 20 
MINUTES ON ONE SPOOL. 
Ni EWS Introducing the Telefunken 
‘* Double Play Tape ’’ GIVEN WITH 
EACH New KL 65/KS purchased ! 





ALSO MODEL KL 35 MODEL KL 65/KS 


Professional modei (40-16,000 cycles level). 2 tape A portable version of the KL 65/TS to which a 


speeds. Max. playing time 4 hours 20 minutes power output stage and high quality loudspeaker 
using dual tracks. 3 separate intermixable input has been added. 2 tape speeds. 1% ips-33 ips). 


channels. ‘* Trick ’’ button enables speech, music Compartments for reels, microphone, radio lead 
and sound effects to be superimposed on previous and connections. Beautifully styled and all metal 


recordings. Dimensions 8 x 20 x 15} ins. fittings are gilt finished. Dimensions 6} x 15 x 





vn TF Rane te Te nee 13} ins. Weight 18 Ib. Price 57 Gns.* 
MODEL 65/TS 
Table model for use with amplifiers ne radio sets. 
Tape speeds 33 ips and |i ips. Max. playing time *HIGH QUALITY Moving Coil Microphone extra. 
4hours 20 minutes. Weight 141b. 54x 124 x 9} ins. . é P 

Reduced to 45 Gns.* DIA 5 Gns. DII/HIB 9 Gns. 


foe 2 2 me 


POST | Send now for full details of any of the Telefunken 
THIS | Range. DEPT. GR.|. 





WELMEC 
‘CORPORATION /| 


LTD. | COUPON | SESS TE aie iiesieananaaal cites " 


147 Strand, London, W.C.2 | TO-DAY | SE a 7 - 
Telephone : TEMple Bar 3357 | oe tad a aduad ss 
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Piano Concertos Nos. 1 & 2 
DGM 18133 


Sonata, B minor 
DG 16088 


RACHMANINOFF 


Piano Concerto No. 2 
DGM 18190 


BEETHOVEN 


Choral Fantasy 
DGM 18 234 


BARTOK 


Piano Works Vol. II 
DGM 18271 


Piano Works Vol. III 
DGM 18272 


Piano Works Vol. [V 
DGM 18273 


BRAHMS 


Schumann Variations, Op. 9 
Original Variations, Op. 21/1 
DGM 17 048 


BARBER 
Excursions 


COPLAND 
Sonata 
STRAWINSKY 
Sonata 

DGM 18 279 


SCHUMANN 


Carnaval, Op. 9 
DG 16108 


Fantasy, Op. 17 
DG 16076 


Andor Fold 


Piano 
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JANACEK. Lachian Dances. Brno 
Radio Symphony Orchestra con- 
ducted by Bretislav Bakala. 

SLAVICKY. Three Moravian Dance 
Fantasies. Czech Philharmonic 
Orchestra conducted by Karel 
Ancerl. Supraphon LPV201 (12 in., 
41s. 94.). 

Janacek was from Lachia, ana in this 
fascinating set of six Lachian Dances we 
find, in pure and lively form, rhythmic and 
melodic motifs which recur in his operatic 
and orchestral music. It is amazing to 
discover how much variety and complexity 
of rhythm is possible, within the two-bar 
phrases that make up most of the music. 
This is an immensely attractive score. The 
first dance is an alternation of a lazy 3/4 
melody and a vigorous 2/4 allegro. The 
second, an allegretto with a friendly open-air 
tune, is perhaps the most winning of all 
the set, though the jolly third runs it close, 
and the sixth is full of delightful surprises. 
The scoring is for standard full orchestra, 
handled in a bright, open way. 

In his Three Moravian Dance Fantasies, 
Klement Slavicky (born 1910, a pupil of 
Suk, Talich and Jirak) recalls Dvorak 
rather than Janacek. The outer pieces are 
bright and arresting, the central one more 
tranquil, and within each there are con- 
trasting sections. This is also a pleasant 
work. ‘The Slavicky score is evidently very 
well played, and is well recorded. The 
Brno Orchestra does not have quite the 
punch and precision of the Czech Phil- 
harmonic, though it shows plenty of spirit. 
and Bakala’s handling is full of subtleties 
not apparent in a plain reading of the 
score. ‘The recording on this side is a little 
less sharp in detail, though not inadequate. 
A miniature score of the Lachian Dances is 


obtainable from Boosey & Hawkes, price 
14s, 6d. A.P. 


MOZART. Piano Concertos. No. 24 in 
C minor, K.491 ; No. 25 in C major, 
K.503. Hans Henkemans (piano), 
Vienna Symphony Orchestra con- 
ducted by Rudolf Moralt. Philips 
ABL3178 (12 in., 41s. 9d.). 


Concerto No. 24 : 
Badura-Skoda, V.S.O., Prohaska 
(2/54) WLP5097 
Curzon, L.S.O., Krips (4/54) LX T2867 
Casadesus, Orch., Szell (8/55) ABL3060 
Solomon, Philh., Menges (1/56) ALP1316 
Bachauer, London Orch., Sherman 
(9/56) DLP1124 
Kirkpatrick, Orch., Jones (7/57) ALP1454 
Concerto No. 25 : 


Gieseking, Philh., Rosbaud (11/55) 33CX1235 
Seemann, Munich P.O., Lehmann 

(3/56) DG16014 
Matthews, L. Moz., Blech (5/56) 33S X1044 
Gulda, N.S.O., Collins (6/56) LX T5138 


Three years ago we might have welcomed 
this record, but not now, when two or three 
good versions of either concerto are in the 
catalogues. Hans Henkemans is on the 
Whole a neat player (though his first entry 
in the finale of the C major concerto is a 
nasty lapse), and perhaps rather impersonal ; 
in moments of stress he tends to produce 
hard, ugly tone. But in any case not the 
best Mozart-pianist in the world could 
make me accept the slovenly playing of the 
Vienna Symphony Orchestra under Rudolf 
Mor.:it. This sounds like an under-rehearsed 
brea‘!-and-butter job, and since it has no 


The GRAMOPHONE 


advantage in price over its competitors I 
feel quite unable to recommend it. The 
recording is also less good than on the best 
of the other versions, with the perennial 
fault of woodwind swallowed up by strings 
and piano. For the C minor concerto I 
would be inclined to recommend Solomon 
(perhaps Bachauer), and for the C major— 
a quietly adventurous work that it is well 
worth getting to know—the Gieseking or 
Seemann recordings. 


LISZT. Les Preludes—Symphonic Poem 
No. 3. Hague Philharmonic 
Orchestra conducted by Willem 
van Otterloo. Philips ABE10030 
(7 in., 15s. 34$d.). 

Ten years ago gramophone critics were 
an active, healthy lot, leaping from their 
chairs every four minutes to change a record 
or turn one over, and no doubt profiting 
from the exercise. These days the job is 
much more sedentary, and a disc that ends 
a side in mid-air as this one does, jolts one 
into memories of time past when one had 
no chance of getting really firmly wedged 
into one’s chair. However, I would not 
complain of the exertion of turning this 
record over, for it contains more than a 
quarter-of-an-hour’s music and is good 
value for money. The recording is excellent, 
the playing above this conductor’s usual 
standard, and the music better than I 
remembered it. Liszt gives himself all too 
many heroic thumps on the chest towards 
the end, but earlier there is some good 
writing, with one or two curious anticipa- 
tions of César Franck’s symphony. Not 
Liszt at his greatest, but attractive music 
all the same. R.F. 


MILHAUD. Le Carnaval d’Aix. 

SAINT-SAENS. Piano Concerto No. 4 
in C minor, Op. 44. Grant 
Johannesen (piano), Philharmonia 
Orchestra conducted by Georges 
Tzipine. H.M.V. CLP1149 (12 in., 
35s. 10d.). 


Piano Concerto No. 4: 
Brailowsky, Boston S.O., Munch 

(2/56) ALP1321 
Any conscientious referee would stop in 
an early round the contest in the Saint- 
Saéns between Johannesen and Brailowsky : 
the younger man has it all his own way. 
For a start, he and his conductor have got 
together in the corner beforehand to agree 
about tempi and phrasing, which his 
opponent clearly had not—the pull-devil- 
pull-baker opening of the earlier issue 
started the whole thing off most uncomfort- 
ably—and his technique is beautifully clean 
in virtuosic passages in which Brailowsky 
often gave us a mere catch-as-catch-can. 
(A moment, please, till I step out of the 
ring.) Add to this that the recorded sound 
is superior and the disc cheaper, and the 
choice is clear. But, comparisons apart, this 
is a performance well worth hearing. This 
is probably the most rewarding, and 
certainly the most original, of the Saint- 
Saéns concertos, whose exceptional cohesion 
arises from the composer’s skill in thematic 
metamorphosis ; and as he was also an 
unusually brilliant pianist as well as an 
accomplished writer for orchestra, the lay- 
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out is most effective. The actual thought 
may be called rather superficial; but 
Johannesen and ‘Tzipine between them 
bring so much finesse to the playing that it 
emerges as a better work than is usually 
thought. 

It is the coupling, however, which makes 
this disc particularly attractive, and such a 
good _ thirty-six-bobs’-worth. Milhaud’s 
Carnaval d’Aix (so called with the sunny, 
carefree atmosphere of his native town in 
mind) is a revised version for piano and 
orchestra of some of the music to his ballet 
Salade, produced by Massine in 1924. The 
original, rather complicated, plot was taken 
from the commedia dell’ arte: the provenance 
of the titles of the twelve short movements 
is explained by David Drew in an excellent 
sleeve note. Milhaud’s polytonal use of 
Italian and Sardinian melodies (unspecified) 
for this gay comedy recalls Stravinsky’s 
treatment of a similar subject in Pulcinella, 
four years earlier ; but this is if anything a 
more sparkling and ingenious score, guaran- 
teed to entertain any listener with a taste 
for musical high spirits, and the artists here 
enter with zest into the fun. All my visitors 
in the last few days have shared my delight 
in this witty work. L.S. 


PROKOFIEV. Romeo and _ Juliet: 
Ballet Music from Suites Op. 64, 
Nos. | and 2. 

TCHAIKOVSKY. Romeo and Juliet: 
Fantasy Overture. Berlin Philhar- 
monic Orchestra conducted by 
Lorin Maazel. D.G.G. DGM18382 
(12 in., 41s. 9d.). 

Lorin Maazel seems to have very clear 
ideas as to what he wants, though, so far as 
the Tchaikovsky is concerned, he does 
not seem to want the right things. This, to 
my mind, is a misguided performance, with 
the slow introduction, too slow, the allegro 
too fast, and no feeling whatever for the 
famous love theme. Nevertheless the playing 
is slick and efficient. The Prokofiev side is a 
good deal more successful. Four of the five 
pieces from his Romeo and Juliet ballet come 
trom the Second Suite, and one, “ The 
Death of Tybalt”, from the first. This 
first suite has never been recorded, while 
the only versions cf the second and third 
are now unobtainable. Whoever decided 
not to record one or other of the suites 
complete might with advantage have 
picked the pieces that most nearly corre- 
spond with the Tchaikovsky ‘“* Fantasy 
Overture ”’ on the other side, but this has 
not been done. Some description of the 
pieces may be found helpful as there is 
none on the sleeve. (This sleeve note, 
though informative about the conductor 
and to some extent about the Tchaikovsky, 
is no help at all about the Prokofiev pieces, 
which is where help is needed most.) The 
side starts with what the score of the Second 
Suite calls incomprehensibly “‘ Montaigus 
et Capulets”’. Actually it consists of the 
Duke’s warning to the brawlers at the start 
of the ballet and the so-called “‘ Dance of 
the Knights” at the masked ball, with 
*¢ Juliet dancing with Paris ”’ in the middle 
(flute solo). The heavy repeated-note tune 
low on the brass is Tybalt’s theme. Next 
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comes one of the crowd dances from the 
second act, and this is followed by *‘ Romeo 
at Juliet’s Tomb ”’ from the Epilogue, a fine 
piece splendidly played. The quiet music 
at the very end is one of Juliet’s themes, 
and here accompanies her awakening. 
There follows what the disc label and the 
score of the Suite call “‘ Dance of the 
Girls from Antilles”. I can make nothing 
of this. The piano score of the whole ballet 
calls this charming music “‘ Dance of the 
Maids with the Lilies’. It is danced just 
before the discovery of Juliet’s apparently 
lifeless corpse in her bedroom. Finally, 
the “Death of Tybalt” from the first 
suite. This actually starts with Mercutio’s 
theme, and the first part of the piece 
accompanies Tybalt’s fight with Mercutio. 
It is the quick moto perpetuo music for strings 
alone that accompanies Romeo’s fight with 
Tybalt ; this same music has been used for 
the brawl at the beginning of the ballet. 
The moment of Tybalt’s death is obvious. 
The piece ends with the final music in Act 2, 
a magnificent expression of Romeo’s horror 
at what he has done. 

This music is so well played and so good 
of its kind, that I am tempted to recom- 
mend this record in spite of the Tchaikovsky. 
But I hope someone will record the whole 
ballet soon, and also that Covent Garden 
will one day stage it. The Russian film 
version showed how very worth while it 
would be. R.F 


RIMSKY-KORSAKOV .Symphonic 
Suite, Op. 9, “Antar”. Russian 
Easter Festival Overture, Op. 36. 
Detroit Symphony Orchestra con- 
ducted by Paul Paray. Mercury 
MRL2554 (12 in., 39s. 114d.). 


Antar : 


L.S.O., Scherchen (8/54) NLP910 
Suisse, Ansermet (2/55) LX T2982 
Russian Easter Festival : 
L.S.O. Scherchen (8/54) NLP910 
Suisse, Ansermet 
(7/57) LXT5311 or (11/57) LW53n4 
Philh., Goossens (10/57) ALP1490 


Like all Paray’s work the performance of 
Antar is carefully prepared and meticulously 
played: like much of it that I have heard 
it lacks sensuousness. Antar needs the full 
treatment, as they say, and Scherchen is 
particularly successful in his recording of 
the work. 

Scherchen, by the way, uses a different 
version of the score from the other two, both 
of whom follow my miniature score, a 
““new edition of 1897, revised by the 
composer ”’, as it states on the cover. but 
since the composer revised it goodness 
knows how many times I really cannot say 
whether Scherchen’s version is_ entirely 
Rimsky or whether somebody else has had 
a hand in it. What I am sure of is that I 
enjoy his version easily the best. The 
alterations in scoring don’t make much 
difference, but the bits of themes added to 
otherwise dull and empty bars enliven them 
no end, while much of the first movement 
has been made more taut. (Or so it 
seemed: but the differences from my score 
were so great at one point that I was com- 
pletely lost !) 

Anyway, Scherchen’s is the performance 
that I most enjoyed, not least because of 
his approach to the music, thoroughly rich 
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and romantic. Both Ansermet and Paray I 
found by comparison correct but rather 
boring—and it can easily be a boring work. 
As to fill-ups, Scherchen has the same 
coupling as Paray, Ansermet includes 
Glazounov’s symphonic poem Stenka Razin. 
The Russian Easter Festival Overture, at less 
than 13 minutes, is poor value for a whole 
12-inch side. And though the playing is 
spirited, the violin soloist is much below 
a decent standard in his cadenzas. There 
are better versions of this to be had, too. 
T.H. 


RIMSKY-KORSAKOV. Scheherazade, 
Op. 35. Czech Philharmonic 
Orchestra conducted by Zdenek 
Chalabala. Supraphon LPV245 
(12 in., 41s. 9d.). 


Philharmonia, Dobrowen 
Belgian R.O., Andre 
Minneapolis S.O., Dorati 
Vienna Op., Quadri 
Philadelphia $.0., Ormandy 
Paris Cons., Ansermet 


(9/53) 383SX1007 
(4/54) LGX66018 
(6/54) MRL2503 
(9/54) WLP5234 
(7/55) NBL5013 
(9/55) LX T5082 


Philharmonia, Stokowski (3/56) ALP1339 
Berlin R.1.A.S., Fricsay (3/57) DGM19075 
Pittsburgh S.O., Steinberg (7/57) P8305 


Concertgebouw, Beinum (12/57) ABL3194 
This is a good recording, one of the best 
I have heard from Supraphon, of an 
attractive, easily-paced performance. As 
each solo utterance comes up, its player is 
given time to phrase it fully, warmly, 
individually, and the score is made to sound 
substantial. If you incline to the view that 
there was a meretricious side to Rimsky- 
Korsakov’s brilliance, you may be pleasantly 
surprised to hear Scheherazade treated by per- 
formers who plainly believe in it not merely 
as an effective orchestral showpiece, but as 
music. But though I enjoyed the record, it 
would not be the version of my first choice, 
for it lacks glitter, an essential component 
of the score. The content of the sleeve note 
is excellent ; but Supraphon must watch 
their translation, and find good English for 
their “tranquil quarts” and “ gently 
rhythmisized melody ”’. A.P. 


ROSSINI, arr. BRITTEN. Matinées 
Musicales. Soirées Musicales. 
Philharmonic Promenade Orches- 
tra conducted by Sir Adrian Boult. 
Pye-Nixa NCT17008 (10 in., 30s. 
114d.). 

Coupled as above : 


Covent Gdn., Braithwaite (4/55) PMD1020 
N.S.O., Cree (4/55) W91075 


Lively performances of both Suites, only 
suffering from a limited dynamic range 
which, I am pretty sure, comes from the 
recording and not from the playing. In fact, 
what this comes to is that there is seldom a 
real pianissimo and grades of sound above 
that tend to be levelled. The range is 
largely only between mf and ff. The start 
of the Bolero is really soft on the London 
record, and so are the pp parts of the March 
in the Matinées Musicales, but not on this 
present disc. 

There are, too, other unsatisfactory 
touches of recording, even if they are no 
more than touches. The xylophone in the 
March of Soirées Musicales is rather aggressive 
and in the final piece of Matinées Musicales 
there is some extraneous sound just after 
figure 34 (below the second bar of trumpets). 

These points put Boult at a disadvantage 
against the London recording conducted by 
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Edgar Cree (Braithwaite’s really isn’t 
competitive), and I still prefer Cree’s ligi:tly 
handled and well recorded account of both 
suites. 


ROSSINI. William Tell: Dances, 
Bamberg Symphony Orchestra. 
SCHUBERT. Rosamunde: Ballet Music 
Il. Berlin Philharmonic Orchestra, 
All conducted by Fritz Lehmann. 
D.G.G. EPL30038 (7 in., 16s. 84d.). 
The Rosamunde side is taken from a full- 
scale Schubert “ Concert” disc reviewed 
in January 1957. The famous ballet music 
receives an unusually subdued perform- 
ance, quiet and rather slow, so that the 
piece sounds almost like a Nocturne. ‘The 
result is very effective, though hardly what 
Schubert intended, for it seems certain that 
this music was written to accompany the 
wedding festivities at the end of the play. 
The William Tell side is new to the cata- 
logue, and consists of the Passo a sei from 
the first act (the one with the entrancing 
*cello counter-subject) and another dance 
in C major from Act 2. The music is 
reasonably well played, though a little 
lacking in sparkle, and the Bamberg 
orchestra do not phrase with the subtlety 
of the Berlin Phil. The recording on both 
sides is excellent. I was surprised to notice 
that no one has so far bothered to record 
on LP the famous Ballo di Soldati. But then 
we badly need a recording of the whole of 
William Tell. 


SCHUMANN. Symphonies: No. | in 
B flat major, Op. 38, ‘“ Spring”; 
No. 4 in D minor, Op. 120. London 
Symphony Orchestra conducted by 
Josef Krips. Decca LXT5347 (12 in., 


39s, 114d.). 
Coupled as above : 
Israel P.O., Kletzki 
Symphony No.1: 
Suisse, Ansermet 
Bamberg S.O., Keilberth 
Boston S.0O., Munch 
Berlin R.1.A.S., Fricsay 


(4/57) 33CX1419 


(10/51) LX T2602 
(3/54) LGM65010 
(12/54) ALP1203 
(5/56) DGM18235 


P.P.O., Boult (10/57) NCT17004 
Symphony No. 4: 

R.P.O., Pope (1841 version) (3/56) NBR6004 

Philh., Cantelli (5/54) BLP1044 

Berlin P.O., Furtwangler (7/55) DG16063 

P.P.O., Boult (7/57) NCT17007 


Krips has already recorded the Schumann 
4th with this orchestra for Decca, a really 
depressing performance, now withdrawn. 
This unhappy affair surprised me at the 
time, for I should have: expected Krips to 
be a good Schumann conductor (which is a 
department of conducting all on its own, 
needing a judgment that can only come 
from an inborn sympathy with, and love for, 
the composer). On this new disc Krips 
triumphantly shows that I was right and 
that he has indeed all the qualities for 
Schumann. Both performances are most 
admirable. The L.S.O., sluggish and un- 
interested on the old disc, play really 
magnificently, Krips has the “ feel” of 
both symphonies, while Decca have pro- 
vided a very good recording (only wanting 
the enlivening effect of more timpani 1n 
the 4th symphony). 

Two movements seem to me to be to0 
cautious in tempo, the first of No. 4, which 
some might rudely dub “ plodding ”, and 
the finale of No. 1—but this is so delicately 
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forgive the dubious taste, but our Psycho-Analyst prescribes 
a little trumpet-blowing to counter our Christmas and New 
Year “hangover”! 





HOME TRADE FANFARE: 
King Road, Loughborough, 
Leics. 
1 ‘* Firstly, may I congratulate you on your prompt and courteous attention to me before Christmas and the satisfactory condition 
”, of the records I received. 
) ° . . . 
lon *‘ Yours is certainly a Firm worth dealing with. I received the record long before Christmas and even then you apologized for a 
by delay, etc. etc.” Yours faithfully, 
K. J. Allen. 
1419 
= oe OVERSEAS FLOURISH: 
1203 The Army, 
7004 ‘ Cyprus. 
‘‘ The records have arrived and what a wonderful surprise both in the speed and presentation ! 


6004 
bene | ‘‘T admit that the first words I said were: ‘ Why didn’t I order my others from them ?’ 


7007 ‘* A first-class job all round and a superb advertisement for you. They were unravelied before eighteen eager onlookers etc. etc.”’ 
am — 


lly Yours very sincerely, 

wn. Brian M. Clarke (Capt.). 
the 

s to If we said that the above are two of many such tributes, we should fall into the sin of commonplace, however that statement is true 
is a (Authenticity of the above letters has been verified by the Advt. manager of this Journal.) 
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We send our Guaranteed unplayed LPs and 45s, Post Free, anywhere in the United Kingdom 


We send them Post, Packing and Insurance free all over the World for orders £10 and over (all charges free for all orders 
io H.M. Forces Overseas). 


eally 
9 of 
pro- 
iting At our Showrooms we stock the Cream of Classical issues, all guaranteed unplayed and Personal Shoppers are welcomed. 
un - 
> too * * * 
rhich & 
and Other Specialities: Stave inners, Stave Sleeves, Stave “ Lowmass” Diamond Styli, the Expert Moving-Coil Pick-up and Equipment. 


| 
ately i 
Bite = 


We buy, sell and exchange slightly-used LPs and 45s (Generous Allowances given). 
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LXT5388 
LXT5400/2 


CFL1000 
CLP1144 
DLP1168 
ABE10027 
LXT5391 


LXT5411/2 
ALP1485/6 
ALP1533 


NICL16020 
RB16031/2 
RB16040 
LW5318 
SED5545 
ABE10023 
APM 14086 
CX1355 
CX1483/5 


CX1491 
LXT5384 


LXT5397 
DGM18370 


ALP1408 
ALP1495 
ALP1530 
DLPI165 


SELI571 


EG8273 
CX1472/4 


DGM 18347 
DGM18355 


COLHI2 


ALP1491 
ALP1497 
ALPI513 


CEPSOI 
CEP502 
CEPS03 


CEP504 
CEPSOS5 
CEP506 


CEP507 
CEPS09 


CEPSIO 
CEPSI! 
CEPSI2 
CEPS1I3 
CEP514 
CEPSI5 
CEPS516 
EPL30069 
ERS084 
CX1457 
CX 1469/71 
ALP 1437 


ALPI481 
ALP1504/5 
PMAI025 
PMBIOII 
ABL3166 
SBR6232 
LW5302 
SEB3513 
ERSO8! 
EP7044 
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SELECTED RECENT RELEASES 


TITO GOBBI AT LA SCALA: 
Rigoletto, etc - 
STRAVINSKY : Rite of Spring. Suisse Romande, ‘Ansermet ... 
** GIOCONDA ”’ complete. Cerquetti, del ae Bastianini 
nt - 


(Pagliacci, Ballo, wm 


MOZART : Requiem. Soloists & R.P.O.—Beecham 
PROKOVIEV : Cinderella Ballet. (R.P.O)—irving ‘ _ 
BERLIOZ : Carnival Romain, Faust & Tryens scenes. Mackerras 
BRUNO WALTER c—Adagietto (Mahler 5th)/3 Mozart Dances 
BEETHOVEN : Emperor Concerto. Curzon & Vienna Phil- 
harmonic... 
** ANDREA CHENIER. - Tebaldi, ‘del Monaco & Bastianini (2) 
**MIKADO.”’ Glyndebourne Festival Company—Sargent (2) 
BEECHAM conducts “‘Lollipops’’ (Poet & ae, other 
encores) - see 
WALTON : Symphony. Philharmonic P.O.—Boult _ 
es RIGOLETTO ** complete. Bjorling, Merrill, Peters, etc. (2) 
nt Verdi & Mozart arias (D. Carlo, D. Giovanni, a 


GRIEG : Holberg suite. Stuttgart Chamber Orchestra ... 
DAME CLARA BUTT : Husheen, Abide with me, Old folks at 
Home, etc. ... _ 
MOZART : Eine kleine Nachtmusik. C.$.0.—Bruno Walter ... 
BACH : 2 Vin Concerti & Dble Vin Concerto. Schneiderhan, etc. 
BRAHMS : Symphony No. 2. Philharmonia—Karajan ... 
** TROVATORE ”’ complete. Callas, di Stefano, La Scala— 
Karajan . is 
MOZART : Symphonies 38 & 39. Philharmonia—Klemperer ois 
** NORMA ”’ abridged. Callas, Stignani, Filippeschi, La Scala ... 
R. STRAUSS : 2 Horn Concertos. Dennis Brain & Philharmonia 
*““WALK URE” Act 3 complete. Flagstad, Edelmann, Svanholm (2) 
** MME. BUTTERFLY ”’ abridged. Tebaldi, Campora, etc. 
** AIDA ”’ abridged. Tebaldi, Stignani, del Monaco, etc. ... 
** TOSCA ”’ abridged. Tebaldi, Campora, Mascherini. etc. sae 
** BOHEME ”’ abridged. Tebaldi, Trandelli, inghilleri, Gueden ... 
FISCHER-DIESKAU br: Dichterliebe (Schumann)/Brahms 


Lieder -_ - _ nie _ a i ies 
BEETHOVEN : Symphony 6—Pastorale. Berlin Phil.—Cluytens 
TCHAIKOVSKY : Symphony 6—Pathetique. Philharmonia— 


Silvestri , a an io 
=: er Gynt : R.P.O. & Ch— 


PAUL ROBESON : Curly headed Baby, Shortnin bread, Volga, 
a i sai ate 
VERDI CHORUSES from La Scala: 
Ernani, Otello - sii vs an sais ica 

« FLEDERMAUS ” scenes. Barabas, Schock, Rotherberger, etc. 

**BALLO IN MASCHERA”’ complete. Callas, di Stefano, 
Gobbi iia os ia ak mm exit ae (3) 

SCHUBERT : Symphony No. 9, C maj. Berlin Phil.—Furtwangler 

SCHUMANN : Piano Recital by S. Richter. (Fantasiestucke, 
Waldszenen) 

CORTOT. THIBAUD & CASALS : Schubert. Trio, Op 99/ 
H - . 

TCHAIKOVSKY : Symphony No. 5. Philharmonia—Silvestri.. 

BIZET : L’Arlesienne : Incidental music. R.P.O.—Beecham 

WAGNER : scenes Tannhauser, Dutchmann, carmen 
B.P.O.—Kempe se . oon _ , 

** TOSCA ”’ scenes. Tebaldi & Mascherini 

** FORZA ”’ scenes. Tebaldi & Siepi . 

TTERFLY ”’ scenes. Tebaldi, Campora, Inghilleri .. 

ATORE ”’ scenes. Tebaldi, del Monaco, Savarese, etc.. 

“BARBER OF SEVILLE’”’ scenes. eae Misciano, 
Bastianini... ‘ oe seni 

“AIDA” 1-1 Tebaldi & Stignani/Protti_ , om _ 

** NOZZE DI FIGARO ”’ Danco, Siepi, della Casa. (Scenes) . 

** CAVALLERIA RUSTICANA ” scenes. Del Monaco, Nicolai, 


 — ss a 
« PAGLIACCI ” scenes. 
** TRAVIATA ”’ scenes. Tebaldi & Poggi ... 
** BOHEME ” scenes. Tebaldi, Prandelli, Gueden, ‘Inghilleri 
** RIGOLETTO ”’ scenes. del Monaco, Gueden, Protti ... 
*«* OTELLO ”’ scenes. del Monaco & Protti : 
** CARMEN ”’ scenes. Juyol. L de Luca, Micheau, ae 
DEL MONACO: Norma: Meco all’ altar/Lucia : Tomb scene 
TCHAIKOVSKY : Captriccio italien. Munich Phil.—Lehmann 
VICTORIA DE LOS ANGELES: Otello: Salce & Ave Maria 
MOZART : Symphonies 25 & 40. Philharmonia—Klemperer — 
« SONNAMBULA ”’ complete. Callas, Monti, La Scala (3) 
BEETHOVEN : Violin Concerto. Heifetz & Boston Sym.— 


Munch. si 
ee —— ad 


Original incidental music. 


, ‘Nabucco, Lombardi, 





del Monaco, Petrella, etc. 


& **PAGLIACCI” abridged. Bjorling, 

ngeles, e - an _ — sine in sin 

es GONDOLIERS “s ‘Glyndebourne Festival Co.—Sir Malcolm 
Sargent (2) 


SUPERVIA sings ‘Rossini—Barber, Italiana & Cenerentola 
TAUBER sings Mozart & other Operatic arias “ 
LOTTE LEHMANN : Schumann’s ‘Frauenliebe & Leben’ & 
** Dichterliebe ’ . 
DVORAK : 8 Slavonic Dances. Cleveland Orch.—Szell ... 
FLAGSTAD s: 5 Wesendonck Lieder (Wagner) 
BEETHOVEN : Moonlight Sonata. Iturbi. pf. 
GIGLI: Boheme, Tosca, Faust, Rigoletto arias... 
KORJ US's: : Lucia: Mad scene, Barber & Rigoletto arias 


IN PREPARATION 


** Collectors’ Pieces’’ (Rare Vocal records) |/- each, post free. 


(Tokens accepted). 
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ADAM 
Overture: Si J’Etais Roi 
AUBER 
Overture: La Muette de Portici 


Bamberg Symphony Orchestra 
Conducted by Fritz Lehmann 
EPL 30146 


CHOPIN 
4 Waltzes 


No. 2, Ah major, Op. 34/1 » No. 6, Db major, Op. 64/1 
No. 7, C sharp minor, Op. 64/2 - No. 14, E minor, Op. posth. 
Stefan Askenase, Piano 
EPL 30273 


FLOTOW 
Overture: Martha 
Bamberg Symphony Orchestra 
Conducted by Ferdinand Leitner 
THOMAS 
Overture: Mignon 


Wiirttemberg State Orchestra 
Conducted by Ferdinand Leitner 
EPL 30144 


SCHUBERT 
Gretchen am Spinnrad (Gretchen at the Spinning Wheel) 
Nacht und Traume (Night and Dreams) 
BRAHMS 
Wiegenlied (Cradle Song) 
Immer leiser wird mein Schlummer (Slumber Song) 


Erna Berger, Soprano 
Michael Raucheisen, Piano 
EPL 30224 


SCHUBERT 
Ballet Music from ‘Rosamunde’ 
ROSSINI 
Dances from ‘William Tell’ 
Berlin Philharmonic Orchestra 
Bamberg Symphony Orchestra 
Conducted by Fritz Lehmann 
EPL 30038 


VERDI 


Aida » Ritorna vincitor 
Ballo in Maschera - Morrd, ma prima in grazia 
Paula Takacz, Soprano ‘ 
Radio Symphony Orchestra of Berlin : 
Conducted by Vilmos Komor 
EPL 30 259 A 


Please write for free inclusion in our mailing lists to: i 
HELIODOR RECORD COMPANY LIMITED : 

8 CLARGES STREET, LONDON, W.|! + Grosvenor 3095/6 & 7355 : 
Subsidiary Company of the Deutsche Grammophon Gesellschalt, Hannover : 
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BEETHOVEN 
Piano Sonata No. 15, D major, Op. 28 (Pastoral) 
Piano Sonata No. 16, G major, Op. 31, No. 1 
Wilhelm Kempff 
DGM 18055 


BEETHOVEN 


String Quartet No. 9, C major, Op. 59, No. 3 
(Rasoumovsky) 


Koeckert Quartet 
DGM 18 367 


BERLIOZ 
Romeo and Juliet 
Dramatic Symphony — Excerpts 
Berlin Philharmonic Orchestra 
Conducted by Lorin Maazel 
DGM 18 38! 


? 


BRUCKNER 
Symphony No. 4, E major (Original Version) 


Bavarian Radio Symphony Orchestra 
Conducted by Eugen Jochum 


DGM 19057/8 


FALLA 
Nights in the Gardens of Spain 
FRANCK 
Symphonic variations for Piano and Orchestra 
Maregrit Weber, Piano 
Radio Symphony Orchestra of Berlin 
Conducted by Ferenc Fricsay 
DGM 19098 


MILHAUD 
i Les Choéphores 
3 HONEGGER 
Symphony No. 5 (DI TRE RE) 


Soloists - Chorus 
7 Orchestre Lamoureux, Paris 


Conducted by Igor Markevitch 
DGM 18 385 


SS ee Ae ee 


TCHAIKOVSKY 
Romeo and Juliet 
Fantasy Overture after Shakespeare 
PROKOFIEFF 
Romeo and Juliet (Music from the Ballet) 
From Suites Op. 64, Nos. 1 and 2 


Berlin Philharmonic Orchestra 
Conducted by Lorin Maazel 


DGM 18 382 


WAGNER 
Tannhauser 
Rome Narration 
Siegfried 
Forest Murmurs 
Wolfgang Windgassen, Tenor 
Munich Philharmonic Orchestra 
Conducted by Artur Rother und Ferdinand Leitner 


OGM 17059 
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The 


Gramophone Exchange 


Limited 


3 Important Announcements 


Late Shopping Night. 


We now remain open until 7 p.m. every Friday. 


Conversions. 

We are now prepared to consider the conver- 
sion of existing radiogramophones to High 
Fidelity. Not all radiogramophones are suit- 


able for conversion, but many would be. 


New LP records. 

The Gramophone Exchange hold one of the 
largest stocks of LP records in the country. 
Every record of good music issued in this 
country is kept in stock and best sellers are 


stocked in duplicate. 


consequently 


this is the one store where you are almost 
certain to find the record you want in stock. 


We also stock most 78s and all Tapes. 
also 


Your unwanted records, in perfect condition 
only, are accepted in part-payment for both 
LPs and 78s. 

For the limited purse our slightly used 78 r.p.m. 
and LP Departments are well worth a visit. 


Hours of Business: 


10 a.m. to 5.30 p.m. Thursdays, 1 p.m. Fridays, 


7 p.m. Saturdays, 4 p.m. 


80 & 82 Wardour St. W.1. 
Telephone: GERrard 5313. 














ARCHIVE 
PRODUCTION 


HISTORY OF MUSIC DIVISION 
OF THE DEUTSCHE GRAMMOPHON GESELLSCHAFT 





JOHANN SEBASTIAN BACH 


Excerpts from the St. Matthew Passion, BWV 244 


Irmgard Seefried, Soprano 
Gewandhaus Orchestra, Leipzig 
Conductor: Giinther Ramin 


EPL 37 144 


Violin Concerto No. 1, A minor, BWV 1041 
Violin Concerto No. 2, E major, BWV 1042 
Double Concerto, D minor, BWV 1043 


Wolfgang Schneiderhan, Violin 
Rudolf Baumgartner, Violin 
Lucerne Festival Strings 


APM 14086 


Preludes and Fugues . 


E minor, BWV 548 (Wedge) - A minor, BWV 551 
C major BWV 547 


Toccata and Fugue, D minor, BWV 565 
Helmut Walcha, Organ 
APM 14 509 


LEOPOLD MOZART 


Musikalische Schlittenfahrt 
(Musical Sleigh Ride) 
Cassatio ex G 


for Orchestra and Children’s Instruments 
Bach Orchestra of Berlin 
Conductor: Carl Gorvin 


APM 14084 


The ARCHIVE PRODUCTION complete catalogue 
is now available, price 1/6d 


Please write for free inclusion in our mailing lists to: 
HELIODOR RECORD COMPANY LIMITED 
8 CLARGES STREET, LONDON, W.1 + Grosvenor 3095/ & 7355 


Subsidiary Company of the Deutsche Grammophon Geselischalt. Hannover 
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played that criticism of speed is almost 
disarmed. All the rest is unalloyed pleasure, 
especially the dancing first movement of 
the Spring, the lovely quiet string playing in 
that symphony’s slow movement and—one 
particularly entrancing moment—the lead 
back into the main theme after the flute 
cadenza in the finale. The Scherzo of No. 1 
hasn’t the power and attack that most con- 
ductors give it, but its light touch is in 
keeping with Krips’s conception of the 
whole of this wonderfully fresh and happy 
work. In the 4th I would single out the very 
delicate playing of the Trio in the Scherzo 
movement—but, indeed, I did enjoy it all. 

Here are Schumann’s two most popular 
symphonies linked together, and there is no 
question that this is far better than the 
similar coupling by Kletzki, for, though 
Kletzki does the Ist Symphony well, he pulls 
the unfortunate 4th about so much that 
Schumann lovers are likely to find it most 
irritating. 

Couplings apart, the only rivals are 
Boult—a little expensive with a whole 
10-inch disc to each symphony: Fricsay in 
the Ist—wildly extravagant on a whole 
12-inch: and Cantelli in the 4th, still my 
favourite, but again taking two sides of a 
10-inch. There seems to be no doubt that, 
if you want both these symphonies, this new 
Decca is a sure choice. T.H 


WAGNER. Tannhiauser: Bacchanale 
and Venusberg music. Die Walkiire : 


Ride of the Valkyries. Parsifal: 
Good Friday music. Siegfried : 
Forest Murmurs. Gétter- 
dammerung:  Siegfried’s Rhine 


Journey and Funeral March. Wiirttem- 
berg State Orchestra, Stuttgart, 
conducted by Jonel Perlea. Vox 
PL10130 (12 in., 41s. 9d.). 
WAGNER. Tannhiuser: Overture and 
Venusberg music. Die Walkiire: 
Magic Fire music. Die Gé6tter- 


diammerung:  Siegfried’s | Rhine 
Journey. Boston Symphony 


Orchestra conducted by Charles 


Munch. R.C.A. RB16034 (12 in., 
39s. 114d.). 
WAGNER. Tristan und _ Isolde : 


Vorspiel und Liebestod. Tann- 
haiuser: Overture. Die Meister- 
singer von Niirnberg: Overture. 


Berlin Philharmonic Orchestra 
conducted by Herbert von Karajan. 
Columbia 33C:X1496 (12 in., 41s. 84d.). 
Records of orchestral bits from Wagner’s 
operas are plentiful these days, and there is 
no need for anyone to accept anything but 
the really first-rate. This is why I feel I 
cannot greatly recommend the Vox record 
of the three above for, with all its virtues, 
the Wirttemberg State Orchestra is not the 
equal of the Boston Symphony nor the 
Berlin Philharmonic and, on this showing at 
anyrate, Perlea is not of the calibre of Munch 
or Karajan—nor of Kem on that 
wonderful H.M.V. disc (ALP1513). Of 
course, combinations of excerpts are different 
on each disc, but by and large I think 
anyone should be able to find satisfaction on, 
say, a couple of discs of the finest conducting 
and playing. His choice is still pretty wide. 
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This Vox disc does not give strings of that 
glorious quality we like to hear in Wagner, 
horns sound a bit wooffly, the clarinet and 
bass clarinet produce an unattractive sound 
at the beginning of the Rhine Journey extract 
(or is it because a too nearby microphone 
has been turned up ?). It would probably 
all be enjoyable enough heard at an opera 
performance at Stuttgart: it isn’t outstand- 
ing enough as a record to compete with the 
best of the rest. Nor is the recording itself 
quite up to Vox’s highest standards. And 
near the start of the Funeral March it sounds 
as if some of the percussion players are 
packing up their instruments, none too 
silently. 

When I came to the Munch record I 
wondered what this French conductor would 
make of Wagner, and when I listened to the 
opening of the Tannhduser overture, played 
anything but gehalten (sustained) as Wagner 
asks, I feared the worst. But thereafter 
I enjoyed it all immensely, for here is a great 
conductor and orchestra playing with 
wonderful brilliance and virtuosity. R.C.A.’s 
recording is vivid (a bit too vivid at one 
point in the Tannhduser overture, where a 
wind player can be heard wildly snatching 
his breaths). 

The Columbia record I like even more. 
The sound is less vivid, but it has all the 
maturity that Columbia knows so well how 
to produce. And there is a maturity of 
playing, too, coming from the fact that this 
music has been in the bones of these players 
ever since it was written. (That makes 
them pretty old—but you know what I 
mean.) The Boston orchestra plays its 
Wagner excerpts as virtuoso pieces, the 
Berlin Philharmonic as if the music belongs 
to them and they love it. Karajan’s 
judgment is impeccable and, to mention 
one notable point, the balance when the 
three Meistersinger themes are combined is 
first-rate. 

I cannot resist adding a few words from 
the American sleeve note on the R.C.A. 
record (they really should look to this part 
of their productions). ‘Tannhauser, we are 
told, “‘had yielded to the attractions of 
Venus and had been lost to his proper social 
circle”! And on the Wartburg “he 
dallied, amid the blandishments of carnal 
beauty”. Tut, tut. yw A 


SARASATE. Zigeunerweisen, Op. 20, 
No. 1. 

WIENIAWSKI. Légende, Op. 17. 
Alfredo Campoli (violin), London 
Symphony Orchestra conducted by 
Pierino Gamba. Decca LW5306 
(10 in., 20s. 10d.). 

The Légende is a gentle, unassuming piece. 
Nowadays perhaps it is also somewhat 
unexciting ; but in his own day Wieniawski 
managed to have a great success with it as 
a foil to the more breath taking solos on his 
programme. On this disc, too, it could very 
well be successful ; for Campoli projects it 
with’ very great beauty of tone and style, 
allowing it in his performance all the 
expressive qualities of which it stands in 
need. 

And, again, it acts as a foil; for the 
Sarasate is entirely dazzling. The Gipsy Airs 
culminate in a breath taking display of fire- 
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works, violinistics at their most convincing. 
The recording, too, helps substantially, for 
it is strong and forward. Occasionally there 
is a little roughness in the sound ; but not 
nearly enough, I think, to prevent this disc 
being a strong candidate for the popularity 
stakes. M.M. 


CHAMBER MUSIC 


ALBINONI, ETC. Concerto in D major 
for two Oboi d’Amore, Bassoon 
and two Horns (Albinoni). Concerto 
in G major for Flute, Strings and 
Harpsichord continuo (Perg>lesi), 
Concertato in D major (1715: for 
Flute, Trumpet, Strings, Bassoon 
and Harpsichord continuo (A. 
Scarlatti). Symphony in A major 
(Tartini). Concerto for two Clar- 
inets, two Oboes, Strings, Bassoon 
and Harpsichord continuo (Vivaldi). 
London Baroque Ensemble con- 
ducted by Karl Haas. Pye CCL30131 
(12 in., 39s. 11 4d.). 

This is by far the most enjoyable record 
of this kind of music that I have heard 
recently. It is sensibly planned, with con- 
trasts of timbre between neighbouring works 
—thus the concerto for flute and strings 
follows the unalloyed woodwind tone of the 
concerto by Albinoni, while on the other 
side the Tartini concerto for strings alone is 
sandwiched between two works for com- 
paratively “full orchestra’. This sort of 
planning is most important if the listener 
is not to become surfeited with a single 
limited range of sounds, and I wish that 
more recording companies would give their 
attention to it. 

Another point in this record’s favour is 
the exceptionally high quality of the wood- 
wind playing. I have long suspected that 
English players could give points to those 
of most other nationalities, and if I wanted 
to persuade someone else of this then I 
might well play him the first side of this 
record. The group who play the Albinoni 
concerto (Roger Lord and Natalie James, 
oboi d’amore ; Cecil James, bassoon; 
Alan Civil and Alfred Cursue, horns) all 
combine technical proficiency with a real 
sense of style, and the same can be said of 
Richard Adeney, who is the soloist in the 
Pergolesi concerto. (This, incidentally, is 
probably one of the few works that really 
are by Pergolesi, but I have not checked the 
bibliographical position to date.) The string 
playing, though generally tidy, is not quite 
in the same class. Whether this is because 
English string-players are not generally in 
the same class as their woodwind confréres, 
or whether it is because Dr. Haas takes less 
trouble with them, I do not know. At any 
rate there are some rather scrambled 
passages in the Tartini “ symphony ”, with 
ornaments snatched insecurely. 

The harpsichord continuo plays only 
during the tutti section of the works in 
concerto-form, and is rather too reticent 
even there, but this is a minor matter and 
probably open to argument in any case. 
No continuo instrument at all is added to 
the Albinoni concerto, but as it is quite 
likely to have been written for outdoor 
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performance this seems reasonable. ‘The 
Vivaldi concerto (Pincherle 74, in C major) 
is one of the earliest recorded Italian works 
to make use of the recently invented 
clarinet. I imagine that the clarinets of 
Vivaldi’s day had a much reedier tone than 
those that we hear on this record, but in 
any case it is an interesting curiosity, and 
not without musical value The recording 
of this very enjoyable disc is notably good 
throughout. J.N. 


BEETHOVEN. String Quartet No. 9 
in C major, Op. 59, No. 3. Koeckert 
Quartet. D.G.G. DGM18367 
(12 in., 41s. 9d.). 


Italian Ot. (6/52) LXT2679 


Hungariin Ot. (6/55) 38CX1254 
Budapest Ot. (3/57) ABL3157 
This is a good record, but I really do not 
know why anyone should buy it. You can 
get the same music almost as well recorded 
and rather better played on Philips ABL3157 
at exactly half the price ; in other words the 
Budapest Quartet (as also the Hungarian, 
it so happens) give you the equally long 
“Harp” Quartet as well for the same 
money, whereas D.G.G. spread the one 
work over two sides. On the second side 
there is only ten minutes of music, and the 
whole quartet lasts well under half-an-hour. 
There seems little point in discussing so 
uncompetitive a record at length. I will 
merely add that the recording is in the 
highest class, that the ’cellist is sometimes a 
little uncertain over his rhythm, notably in 
his pizzicato solos in the slow movement, 
that all the players greatly exaggerate the 
sforzandi in this movement, and seem a little 
too subdued in the fugal finale. Though 
Koeckert himself has ravishing tone and 
plenty of musicianship, I am in no doubt 
that the Budapest Quartet as a whole give a 
finer performance. R.F. 


BRAHMS. Piano Quartet No. 2, Op. 26. 
Victor Aller (piano), with members 
of the Hollywood String Quartet 
(Felix Slatkin, violin; Alvin Dinkin, 
viola ; Eleanor Aller, ’cello). Capitol 


P8378 (12 in., 41s. 84d.). 


Curzon, Budapest String Qt. (9/56) ABL3122 


Both the Philips and the new Capitol are 
good performances, but both, I think, are 
surpassable ones. It is hard to define just 
what one finds missing ; it is the quality 
abundantly present in the Prades perform- 
ance of the (far finer) C minor Quartet 
which Philips issued recently: call it 
** love’, or absorption in the music, a kind 
of affection and wonder in the interpretation 
which makes one follow each phrase 
intently. The two performances of the 
A major are both very professional. It is 
hard to decide between them. The Philips 
group have more of a Brahmsian sweep in 
their rhythm ; they score in the Scherzo by 
making only one accent in the bar, while the 
Hollywood players take a heavier view of 
the music. On the other hand the latter are 
far more clear in their execution—the string 
parts in the Philips have a tendency to run 
together. By a narrow margin, I should 
choose the Capitol for my collection. It is 
very well recorded. 
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HANDEL. Twelve Concerti Grossi, 
Op. 6: No. 1 in G major: No. 2 in 
F major ; No. 3in Eminor; No. 4 in 
A minor (PL10043-1); No. 5 in 
D major ; No.6in Gminor ; No. 7 in 
B flat; No. 8 in C minor (PL10043-2); 
No. 9 in F major ; No. 10 in D minor ; 
No. 11 in A major ; No. 12 in B minor 
(PL10043-3). Reinhold Barchet and 
Susanne Lautenbacher (violins), 
Max Braun (’cello), Rolf Reinhardt 
(harpsichord), Pro Arte Orchestra, 
Munich, conducted by Kurt Redel. 
Vox PL10043-1/3 (three 12 in., 


125s. 3d.). 


Boyd Neel Orchestra (7/55) (R)LXT5041-3 


Vox’s latest concatenation of concerti 
grossi is devoted to Handel’s well-known 
Op. 6, of which an old but eminently 
serviceable recording by the Boyd Neel 
String: Orchestra is still available. This 
might have been the time to bring into 
being a definitive replacement for this 
fine series of works, but I must confess to 
my disappointment with Redel’s version. 
He has obviously tried very hard indeed 
to do what is expected of him, and provide 
suitable cadential ornaments, melodic 
passing-notes and other baroque trivia to 
Handel’s text. But there is such a thing 
as the distinction between good and bad 
taste, between discretion and overdoing 
the ornamental features. This is where 
Redel falls down: he seems unwilling or 
unable to keep his harpsichordist and violin 
soloists in check. Handel is simply not 
permitted to write rests—at least, whenever 
he does so, this is a signal for the fiddlers 
and continuo player to introduce peculiar 
and pedantic cadenzas, anticipatory runs, 
inapposite duets, and strange ornaments. 


Let us cite a few examples of this pro- 
cedure, using roman numerals for the 
number of the concerto, and arabic for 
the movements. ‘The harpsichord’s inter- 
polations in the blank spaces of I, 3; II, 1 
and elsewhere, are not in very good taste. 
All that is needed here, and all that the 
recognised eigthteenth-century authorities 
advocate, is a simple straightforward chord. 
Elaborate runs are out-of-place and un- 
necessary. But Reinhardt is irrepressible. 
In ILI, 3, beneath a series of repeated 
quaver B’s (first and second violins), he 
adds a fussy “*‘ accompaniment ”’, at precisely 
that point where the music needs nothing 
at all. Compare the Boyd Neel version, 
where a slight crescendo has an unquestion- 
ably greater effect. 


Further fussing comes from the violins, 
who incidentally are not so very well 
matched as the Boyd Neel pair. The 
German players have too wide a vibrato, 
and consequently too syrupy a tone, to be 
really satisfactory in this kind of music. 
They play cadenzas at every conceivable 
opportunity, and though one or two 
examples are acceptable, the majority 
sound rather poor and contrived. Listen. 
for instance, to III, 2; V,4; VII, 2 (a 
particularly distressing example) ; IX, 3; 
XI, 1. There is only one way in which 
these cadenzas can make their true im- 
pression : that is when they sound absolutely 
smooth and spontaneous. 


February, 1958 


Unfortunately neither the Decca nor tl.+ 
Vox set uses a double continuo (organ fc- 
the tutti, harpsichord for the concertino . 
though at least Dart occasionally backs up 
the trio sections and thus fulfils both role:. 
Reinhardt leaves nearly all the trio sectio:: 
unaccompanied, and many of them soun: 
fearfully bare. If only musicians were not 
so narrow-minded! A_ walk through 
almost any of the great continental picture 
galleries will reveal paintings and drawings 
of concerts around Handel’s time, and in 
practically every one you can see the 
’cellist playing from the copy which is on 
the harpsichord player’s music-stand. The 
idea of two violins and a ’cello with nothing 
in the middle was anathema to Handel and 
his contemporaries : it was not a true string 
trio, for when the trio proper developed 
the second violin gave way to a viola, so 
that the middle harmonies could be more 
satisfactorily filled up. 
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Tonally, the Vox disc is below par. 
The recording was apparently made in a vast 
hall with too great a resonance for comfert. 
It is a pleasure to turn to the refined, 
delicate, and sensitive playing of the Boyd 
Neel strings after the heavy-handed, 
mechanical, brittle playing of the Munich 
orchestra. The mellifluous violin duos, 
the excellent balance of the basses, and the 
discreet (1950 vintage) harpsichord playing 
of Thurston Dart make this set one to 
treasure. I am not saying that it could not 
be done better now; but the sensitivity 
and chamber-music experience of English 
musicians are a sine qua non in a venture of 
this kind. Compare, if you will, the 
opening of XI, 3, in both recordings: the 
Munich basses are so heavy and lethargic 
that they actually sound an appreciable 
semiquaver behind the violins! Boyd 
Neel’s basses (usually the smaller variety 
of instrument, and perhaps only two of 
them), add depth without obscuring the 
ensemble, and without slowing up the 
proceedings. 


The question of tempi is an important 
one in eighteenth-century music, and here 
again Redel is disappointing. Almost 
without exception, his fugal allegros are too 
fast and furious, the result being a distinct 
loss of clarity in Handel’s part-wiiting, and 
a general impression of a rat-race rather 
than a leisurely and dignified fugue. On 
the other hand, some of his Largo and 
Adagio movements are too slow by half, 
and to add to the boredom there is very 
little attempt to vary the dynamics. Even 
if Handel did not write dynamic markings 
all over his scores, this does not mean that 
he never expected any. In contrast I find 
the light and shade of the Boyd Neel set 
entirely satisfactory, even though there are 
defects in cadential details, and in the 
interpretation of rhythmic figures. for 
instance XI, 1 and XII, 1 begin with 
exactly the same written rhythm, but 
Boyd Neel plays it wrong in one instance 
and right in the other. 


It would have been pleasant to welcome 
the new set, but the defects in the playing 
balance, and recording are such that I find 
it impossible to do so. D 
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MOZART. String Quartets: No. 20 in 
D major, K.499 ; No. 21 in D major, 
K.575. Budapest String Quartet. 
Philips ABL3172 (12 in., 41s. 9d.). 
Coupled as above : 

Barchet Qt. (11/56) PL8730 
Quartet No. 20: 

Netherlands Qt. (2/56) ABL3080 

Amadeus Qt. (3/57) ALP1307 
Quartet No. 21: 

Amadeus Qt. (11/55) ALP1283 

The Budapest Quartet have been given a 
full, rather close recording—you can hear a 
certain amount of the sniffing that bedevils 
so many quartets—and this unfortunately 
emphasises the aggressive character of their 
performances. Or perhaps that is unfair. 
It is actually only the earlier D major 
quartet (the so-called ‘“‘ Hoffmeister ’’) 
that suffers from this hectoring approach; 
the later one is considerably more attractive, 
with only an occasional hint of pushing and 
snatching. ‘“‘ Don’t push!” or “ Don’t 
snatch ! ”’, one was told as a child (though 
in other contexts), and it is in fact a rather 
ill-mannered interpretation of K.499 that 
the Budapest Quartet give us. Not content 
merely to present us with the music, they 
assertively demand our attention. Minor 
accents such as Mozart indicates by fp or 
mfp are treated as if they were sforzandi, for 
example, and in general there is a certain 
amount of unwillingness to scale down to a 
real piano—though of course this may be 
partly due to the recording. Intonation 
sometimes gets pushed a bit sideways, and 
the leader indulges in rather more obvious 
portamento than we have become used to in 
Mozart. 

All of which, I suppose, is to say as D.S. 
did when he reviewed the same players’ 
version of two earlier Mozart quartets 
(K.387 and K.421) that they “‘ see Mozart 
through nineteenth-century glasses ’’, and 
I dare say some people will welcome that. 
Yet to my mind the Barchet Quartet’s 
coupling of these same quartets—the two 
D major ones, that is—is really a great deal 
more satisfying in spite of, or perhaps 
because of, its smaller initial impact, while 
the Amadeus’s versions are in a different 
class altogether. Yet the Budapest are 
undoubtedly a distinguished team, with 
well-matched tone and style. If you find the 
other recordings of these quartets a bit tame, 
you might well find their versions more to 
your taste. J.N. 


MOZART. Quintet in D major, K.593. 
Quintet in E flat major, K.614. 
Amadeus String Quartet (Norbert 
Brainin, Siegmund Nissel, Peter 
Schidlof, Martin Lovett) with Cecil 
Aronowitz (viola). H.M.V. ALP1539 
(12 in., 41s. 84d.). 


Mozart’s string quintets contain such 
lovely music that it is surprising that these 
two examples should not have been avail- 
able on LP in this country before. The 
same players gave us the G minor in 1953 
and the C major the following year, and 
with this new record they complete the set 
(if we exclude arrangements). The D major 
and E flat quintets were the last chamber 
music that Mozart wrote, and nowhere 
Outside the finale of the “‘ Jupiter” sym- 
phony can one find such staggering examples 
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of his contrapuntal skill. And yet his most 
astonishing feats of legerdemain are tossed 
off quite effortlessly, and he is so little 
anxious to overawe his listener by his 
ingenuities that he allows them to flit by too 
fast for us to take them in, confident that 
he can delight us even if we never notice 
how clever he is being. It is curious that 
Mozart always kept such ingenuities for his 
finales in the latter years, shifting the 
centre of gravity of each work nearer the 
end. Earlier he can still ravish the soul 
with such passages as the four bars before 
the recapitulation in the slow movement of 
the D major, and exquisitely jangle the 
nerves with those astonishing dissonances 
two-thirds of the way through the slow 
movement of the E flat, so that one feels no 
words are adequate for this nonpareil of 
composers. 

I thought the Amadeus Quartet took 
these two slow movements a shade fast, 
more particularly that of the D major, 
where they did not seem quite to feel the 
adagio mood. I was also conscious here and 
there of the ’cellist’s finger plopping on the 
finger-board. But there is precious little 
wrong with these performances. These 
players have a better understanding of 
Mozart than most of our celebrities, and 
the amount of pleasure they give with this 
disc should be prodigious. R.F. 


SCHUMANN. Trios: No. | in D minor, 
Op. 63; Trio No. 3 in G minor, Op. 
110. Trio di Bolzano (Nunzio 
Montanari, piano; Giannino Carpi, 
violin ; Sante Amadori, ’cello). Vox 
PL9920 (12 in., 41s. 9d.). 


Trio No. 1: 
Gimpel, Mannes, Silva (7/53) AXTL1014 

So far as I know, this is the first recording 
available in this country of the G minor 
Trio ; and while naturally glad for the sake 
of Schumann enthusiasts and chamber- 
music collectors that a gap should have been 
filled, I cannot see the rest of the world 
falling over its feet to buy it. The Bolzano 
Trio gives a spirited performance, using, 
however, a good deal of rubato, so that the 
sentiment slops about rather ; but it is hard 
to make much of this rag-bag of a work, in 
which Schumann can be seen juggling 
desperately and clumsily with inferior 
material. 

The D minor Trio, for all the common- 
places of its latter half, at least starts off as a 
better work; and the Bolzano Trio, by 
adroit internal balance, manages to minimise 
the stirred-pudding texture of the thick 
piano part. As a reading this is accom- 
plished, perhaps not quite so sensitive as 
that of the Gimpel-Mannes-Silva team (for 
example, the opening does not flow so 
easily) ; but there is good bite in the 
Scherzo, and the Langsam is romantic 
without being sentimental. The recording 
is a considerable advance on the plummy 
and obscure Brunswick, but the violin tone 
becomes very hard and metallic in forte. I 
am mystified by the apparent (but un- 
thinkable) sounding of an F sharp in the 
final two D minor chords of the first move- 
ment: could some acoustics expert explain 
how this disturbing illusion has come 
about ? L.S. 


363 


INSTRUMENTAL 


BACH. Goldberg Variations, BWV988. 
Rosalyn Tureck (piano). H.M.V. 
ALP1548-9 (two 12 in., 83s. 5d.). 


Landowska (5/54) ALP1139 
Demus (10/55) WLP5241 
Leonhardt (5/56) PVL7010 
Gould (1/58) SBL5211 
“That strain again! It had a dying 
fall’’. Possibly Miss Tureck has been 


reading Twelfth Night, for she gives us all 
the strains again, so that w2 begin to wonder 
whether certain recording companies con- 
template reissuing the entire classical 
repertory with repeats. R.F. and I came to 
a similar conclusion, not so long ago, that 
repeats were inserted in order that amateurs 
might play the music through again with 
noticeably fewer mistakes. But Miss Tureck 
is a professional, and a very fine one; 
moreover she plays each repeat with 
exactly the same dynamics, tempo, and 
expression as the first statement. It is all so 
smooth that, were it not for a tendency to 
pause on the bar-line of each repeat, each 
variation would sound impressively con- 
tinuous. 

What is the result of this ? Briefly, it is 
to make Bach’s already lengthy work just 
twice as long, and (not unnaturally) to 
double the price. This is hard on Miss 
Tureck’s less opulent admirers, and if they 
were art lovers I doubt whether they would 
prefer two copies of the top half of the 
Rokeby Venus to one copy of the entire 
canvas. For a person able to afford only 
one record, this is the choice: either half of 
Tureck, and half of Bach’s Variations ; or 
all of Gould and all of Goldberg. Almost 
without exception, Miss Tureck’s tempi are 
appreciably slower, and more deliberate, 
than those of Glenn Gould, and her 
approach is a very feminine one (even when 
she asserts herself) as opposed to Gould’s 
ebulliently extrovert masculinity. 

The usual Tureck qualities are here: 
subtlety of phrasing, a deeply musical 
approach (as though to the shrine of some 
bosky Thuringian god), an almost incredible 
control ef piano and pianissimo passages, and 
a fascinating ability to bring out any one of 
sevcral contrapuntal lines with all the 
effortless ease of an organist, imperceptibly 
ascending his terraced ivories. The fact that 
these Variations were intended for an 
instrument with two keyboards seems to 
deter Miss Tureck no more than Mr. Gould. 

She has a way of her own with ornaments, 
and in general her handling of these wild 
musical animals compels the utmost respect. 
Only rarely does she surprise us, as when 
(in the statement of the theme) an odd trill 
in fourths emerges like a medieval dodo. 
Gould’s more rapid tempo covers up these 
occasional curiosities, though his speed 
equally creates curiosities of another kind in 
the more brilliant variations, many of which 
sound impossible even after they have 
actually happened. 

The way out of this difficulty is not easy. 
One needs an amalgam of Tureck’s rever- 
ence and Gould’s verve, and another— 
simultaneous, if you please—of the policy 
of repeating broad renderings and not 
repeating rapid ones. The answer is 
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probably one-and-a-half discs, using a two- 
manual harpsichord, Gould on the upper 
and Tureck on the lower. Can there be no 
ideal performance ? Must they be so wildly, 
so strangely different ? Were I a poor speed- 
fiend, I would buy Gould, vocal obbligato 
and all; were I more than duly reverent, 
and amply provided with the goods of this 
world, I would buy Tureck and lose myself 
for a whole evening in her glorious evocation 
of Bach’s baroque forte with the aid of an 
unequivocally modern piano. H.M.V., like 
Philips, have made a splendid job of 
recording the instrument. D.S. 


BEETHOVEN. Piano Sonatas. No. 8 
in C minor, Op. 13, “ Pathétique ”: 
No. 14 in C sharp minor, Op. 27, 
No. 2, ‘“‘ Moonlight”: No. 23 in 
F minor, Op. 57, “* Appassionata ”’. 
Hans’ Richter-Haaser (piano). 
Philips ABL3192 (12 in., 41s. 9d.). 
Coupled as above: 
Frugoni (5/53) PL7160 
Badura-Skoda (2/55) WLP5184 
I don’t feel quite as enthusiastic as The 
Times, who, after Hans Richter-Haaser’s 
performance of the *‘ Emperor ” last year, 
hailed him as “‘a great artist”. This 
Philips record—the approved coupling of 
three named sonatas with which Vox 
achieved a success five years ago—shows 
him to be a sound exponent of the German 
school, but not one who, during these 
performances at any rate, scales the heights. 
There are more remarkable, more gripping 
performances on disc. I prefer the vitality 
and freshness of Frugoni’s interpretations to 
Herr Richter-Haaser’s correctness, in the 
straight comparison of discs, though neither 
of them, nor Badura-Skoda, would be my 
first choice for any of the works—not with 
Fischer, Gieseking, Kempff, Rubinstein, 
soon, let us hope, Schnabel, in the field. 
The new recording is excellent, less forward 
than that of the Vox, but no less real. A.P. 


BEETHOVEN. Piano Sonatas. No. 7 in 
D major, Op. 10, No. 3; No. 11 in B 
flat major, Op. 22. Walter Gieseking 
(piano). Columbia 33CX1498 (12 in., 


41s. 84d.). 

Sonata No.7: 
Backhaus 
Fischer 

Sonata No. 11: 


(10/54) LX T2809 
(11/57) ALP1271 


Backhaus (6/54) LX T2920 
Kempff (7/55) DGM138020 
It is in the more intense moments that 
Gieseking’s Beethoven falls just short of the 
best. His performance of the wonderful 
slow movement of the D major cannot quite 
compete with Fischer’s. Somehow all his 
little hesitations and touches of rubato tend 
to lessen the intensity, whereas Fischer’s 
always increase it. In the first movement 
Gieseking is to be preferred. It is a com- 
paratively lightweight piece requiring 
meticulous technique and a sense of style 
and not much feeling. Fischer is lumbering 
by comparison. In the finale, a poor 
movement to my way of thinking which lets 
down an otherwise splendid sonata, Fischer, 
with more fire, carries the day, and though 
he is not so clearly recorded as Gieseking, I 
am inclined to prefer his version. 
In the B flat sonata, it is again the slow 
movement that Gieseking plays least well, 
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not because he lacks intensity, for this is a 
gentle, unassuming piece, but because he 
takes it much too slowly. Kempff, at 90 
quavers to the minute, seems just right 
whereas Gieseking at 72 becomes boresome. 
I am inclined also to prefer Kempff’s first 
movement, which he plays almost intro- 
spectively. Gieseking adopts a very brisk 
tempo, and his playing is a little scrambly 
at times, though he plays many passages 
marvellously well, and his trills fall far 
more pleasantly on the ear than Kempff’s. 
In the last two movements Gieseking is 
superb. He exactly catches the mood of the 
minuet, and in the finale wonderfully 
reconciles the gentle, almost Mozartean, 
opening with stormy development section. 
An enjoyable disc. R.F. 





CHOPIN. Nocturnes, Volume Two: 
Nos. 11-20. Peter Katin (piano). 
Decca LXT5238 (12 in., 39s. 114d.). 
Complete : 

(9/54, 11/54) ALP1157, 1170 


Rubinstein 
Askenase (9/56) (10/56) DG M18262-3 
(1/58) PL9632-1/2 


Novaes 

The first ten of the Chopin Nocturnes are 
recorded by Peter Katin on Decca LXT 
5122 ; the disc was reviewed by A.P. in our 
issue Of March 1957. The present record 
completes the set, including not only all of 
the accepted canon, but also the early E 
minor of 1827 and the posthumous Lento con 
gran’ espressione in G sharp minor of 1830. 
Indeed as far as the last piece is concerned 
this is said to be the first recording of it in 
its original form, other recordings appar- 
ently having used a later simplified version 
Chopin made for the benefit of Maria 
Wodzinska, his fiancée. 

A.P. took a very favourable view of 
Katin’s earlier disc, and its successor seems 
to me, too, to be extraordinarily good. 
Poetry and drama alike are comfortably 
within Katin’s grasp. The F minor 
Nocturne might be instanced. It is, really, 
an unpromising tune which can only too 
easily sound wooden: here it does not, but 
flowers expressively, and allows the music 
to seem even more pointful when the middle 
section comes, for this is projected with 
some vigour. But many other nocturnes 
jostle for mention: one remembers the 
fluency of the G major, the passion of the 
C minor, the moonlit dreams of the E flat 
major. One remembers, too, some occas- 
ional] mud stirred up by a literal adherence 
to Chopin’s pedal markings in their more 
irritating moments—could it really be that 
in his own performance Chopin ever really 
made the last few bars of the E major (of 
this second volume) sound as muddled as 
he undoubtedly specified in the score ? 

Decca’s recording is in general round- 
toned and well balanced. From time to 
time it introduces the slightest degree of 
edge to the piano tone by an uncertainty of 
pitch. The effect is on such a small scale 
that I hesitate to mention it at all. fearing to 
give an exaggerated impression of the draw- 
back ; yet it does help to convince me that 
while Katin’s playing is certainly compar- 
able with that of Askenase, yet as a total 
product I would prefer the D.G.G. set of 
Nocturnes to the Decca, without at all 
expecting the preference—a marginal one 
—to be universally shared. 
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CHOPIN. Sonata No. 2 in B fiat 
minor, Op. 35. Impromptu No. 1 
in A flat major, Op. 29. Nocturrzie 
No. 8 in D flat major, Op. 27, 
No. 2. Etude No. 5 in G flat major, 
Op. 10, No. 5, “Black Key”, 
Mazurka No. 45 in A minor, 
Op. 67, No. 4. Scherzo No. 3 in 
C sharp minor, Op. 39. Byron 
janis (piano). R.C.A. RBI16028 
(12 in., 39s. 114d.). 


This record is called “ Byron Janis plays 
Chopin ”’, the implication being that Mr. 
Janis will bring in the customers even if 
Chopin doesn’t. In fact I had not heard of 
him (Mr. Janis, not Chopin), and at first 
slightly resented this example of American 
salesmanship trying to make me ashamed of 
my ignorance when, for once, there was 
nothing shameful about it. Mr. Janis, it 
seems, is still in his twenties and “a 
veteran of many coast to coast tours”, 
and he plays Chopin so very well. that 
ignorance of his name will not be per- 
missable much longer. He has magnificent 
technique, and plenty of poetic feeling as 
well zs fire, This is in fact a very fine record. 
The first two movements of the sonata seem 
to me as good as any version I remember. 
The Funeral March perhaps does not quite 
reach the heights, though my reasons for 
writing this are largely that I happen to 
prefer a less “ expressive” interpretation 
of the middle section. Incidentally, this 
pianist follows Rubinstein (and, for that 
matter, Katchen) in playing all the last ten 
bars softly. In the finale he is again too 
expressive for my taste, not attempting the 
even pianissimo for which the composer 
asked. Of the shorter pieces, the Scherzo 
is prodigiously good, rather in the Horowitz 
style, but Mr. Janis seems equally at home 
in the lyrical Nocturne. A small point: in 
the Impromptu a beat has disappeared, 
presumably as a result of tape editing, in the 
middle of the middle section. The recording 
quality is good. R.F. 


DOHNANYI. Six Piano Pieces, Op. 41. 
Clavierstiicke, Op. 2—Intermezzo 
only. Pastorale. Ruralia Hun- 
garica, Op. 32a—Adagio only. 
Three Singular Pieces, Op. 44— 
Burletta and Nocturne only. Gavotte 
and Musette. Variations on a 
Hungarian Theme, Op. 29. 
(ALP1552). Winterreigen, Op. 13. 
Suite in the Olden Style, Op. 24. 
Humoresques, Op. 17—Pavanne 
with variations. Valses nobles, D.969 
(Schubert - Dohnanyi) (ALP1553). 
Ernst von Dohnanyi (piano). H.M.V. 
ALP1552-3 (two 12 in., 41s. 84d. each). 


These two discs contain about half 
Dohnanyi’s piano music, mostly written 
forty or fifty years ago and presumably 
recorded in October, 1956, when the com- 
poser visited this country at the age of 
seventy-nine. I remember him playing a 
Mozart concerto in London before the war, 
and I was astonished to find how little his 
playing has declined. A desperately busy 
man, he always sounded like a great pianist 
who hadn’t done any practice for six months, 
and he still does. His finger technique is 
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